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PREFACE

In the eighteen years between 1920 and 1938,
radio evolved from an object of curiosity to the founda
tion of a major industry touching many facets of Ameri
can life.

One of the areas most profoundly affected was

music in all of its aspects— performers,

impressarios,

music educators, instrument manufacturers, the phono
graph, and the general public.

Most studies of music on

radio have dealt generally with music-appreciation pro
grams from the point of view of the music educator.

To

this writer's knowledge, no study has appeared which ana
lyses the development of serious music programs on radio
in this period and the attitudes, reactions,
which they engendered.

and effects

Therefore, this study will con

cern itself with the development of serious music program
ming on the air and its relation to other aspects of mu
sic in American cultural life.
The term serious music as used here follows the
definition given by Edward A. Suchman, Cornell University
sociologist,

in Radio Research, 199-1:

In this report we will use the term "serious mu
sic" in place of the commonly used expression "classi
cal music." There are two reasons for this: (1) "clas
sical" in its musical sense is restricted to a very
v

specific type of music, opposed to "romantic," and
(2) "cl assical" in its popular image implies a cer
tain "standard value" not to be applied to music.
It should be noted that the term "serious" does not
refer to the mood of the music. 1
According to Henry Pleasants, distinguished musicologist
and critic, all adjectives used to describe types of mu
sic tend to be prejudicial and subjective, "but they are
p
part of our accepted music terminology."
The years covered in this chronology and analy
sis fall into four developmental periods:
(1) Prom the middle of the nineteenth century, by
which time the American people had achieved a large mea
sure of economic and cultural maturity, to 1920— the in
troduction of broadcasting in the United States;
(2) From the beginnings cf radio broadcasting to the
formation in 1926 of the first national network— the Na
tional Broadcasting Company— a development which altered
radically radio programming and availability;
(3) Prom the beginnings of the networks to the 1931/
1932 season, in which the Metropolitan Opera Company
■^Edward A. Suchraan, "Invitation to Music," Radio
Research , 1941, ed. by Paul F. Lazarsfeld and Frank N.
Stanton (New York:
Buell, Sloan and Pearce, 194-1),
p. 140n.

Jazz!

nBenry Pleasants, Serious Music— and All That
(New York:
Simon and Schuster, 1969), p. 1€>.

vi

agreed to broadcast its performances— a move which sig
nified that virtually the entire music profession had ac
cepted radio as an aid and ally;
(4)

From the 1932 season to the formation of the NBC

Symphony Orchestra in the 1937/1938 season.

The crea

tion of a major orchestra by a broadcasting corporation
signified the importance which the radio industry as
signed to serious music.
In organizing the material, the writer has dealt
with each division analyzing first the music programmed
and secondly the reactions and effects of these programs
during each period.
Newspapers and magazines of the period offer
rich source material for a study of this nature.

Unfor

tunately the radio networks have kept very poor records
of their programming during the years in question, but
some of their ephemeral publications have been preserved
in the New York Public Library, in private collections,
and in the possession of the writer.
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ABSTRACT
Before the advent of broadcasting in 1920, wellperformed, serious music was a monopoly of large popula
tion centers.

Except for tne phonograph, the repertoire

cf which was extremely limited and flawed by technical in
adequacies, most Americans had little opportunity to hear
good music.

From its beginnings, radio depended on music

for a large part of its programming.

Initially the reper

toire differed little from that of the phonograph, but
wit .2 the establishment of the networks in 1926/192?, the
ser:.ous-music repertoire expanded to include full-length
works from the baroque through the contemporary periods.
Conductors like Bamrosch, Howard Barlow, Stokowski, and
Toscanini, among ethers, introduced Americans to the world
of serious music.
At the outset it seemed to many artists and their
managers, as well 8.3

O the phonograph and musical-instru-

menr industries, that radio would destroy their means of
livelihood.

Temporary setbacks occurred in some of these,

because of the public's great enthusiasm for the novelty
of. the new medium.

But within a very few years, all of

those groups experienced new prosperity,

largely because

of the interest in serious music stimulated by radio.
The establishment of the NBC Symphony at the end of
tie period under study demonstrated the new importance of
serious :au .c in American life.
x

CHAPTER I
SERIOUS MUSIC IN AMERICA BEFORE 1920
In the nineteenth century many European visitors
to the United States believed that Americans in general
were not a musical people.

Life :\n the new country was

hard for both immigrants and native-born, and the strug
gle for the necessities left little time for cultural
niceties.

Such distinguished critics as Charles Dickens

and Frances Trollope appeared unaware of the difficulties
faced by the people in an emerging society.

To Mrs.

Trollope, Americans seemed cultural barbarians:

"I never

saw any people who appeared so much to live without amuse
ments.

. . .

They have no concei’t s ," she commented on

the citizens of the burgeoning city of Cincinnati.

The

Philadelphians, in her opinion, were equally deprived:
"The great and most striking contrast between this city
and those of Europe is perceived after sun-set; scarcely
a sound is heard.

. . .

For a note of music

...

I lis

tened in vain."1

Records of touring musical aggregations *

n
xCharles Dickens, American Rotes for General Circu
lation (New York:
Hurst' & Co.j 1885); Frances Trollope,
Domestic Manners of the Americans (New York:
Alfred A.
Knopf, 194-9), pp. 75 > 271.
1

2

who returned to their homeland, bankrupt and disillu
sioned, tended to confirm this view.

Joseph Gungl, who

brought a band of German musicians to New York in 1849,
made the statement that if asked to choose between the mu
sical taste of the New Yorkers and the "Esquimeaux," he
would have to vote for the latter, since no people could
possibly be less cultivated than the New Yorkers.^

George

William Curtis, describing a concert in 1862, declared
that the average musical preference of that period had
"reached its apogee in a rhapsody for tin pans known as
X

‘The Battle of Prague• *

Other highly esteemed musical

numbers of the day were "The Skinner’s Quickstep,"
Firefly Polka," and above all,

"The

"The Fireman's Quadrille."

^Charles Edward Russell, The American Orchestra and
Theodore Thomas (New York:
Double day', Page and ’
C ompany,
X 9 S 7 T r p 7 " 2 7 T hereafter cited as Russell, The American
Orchestra. The Germania Orchestra received such a cold
reception in New York that it moved its operations to
Philadelphia.
After several concerts played to empty
seats, the management advertised a "grand promenade con
cert" for which total receipts came to $9*50.
Since the
hall rental whs 510.00, the proprietor turned off the il
luminating gas and the concert was cancelled.
Frederic
Louis Ritter, Music in America (New York:
Charles Scrib
ner's Sons, 18^0 ,~~and~""ed.), p7 339*
Many of the musi
cians from the Germania Orchestra remained stranded in
widely scattered cities in the United States.
Each be
came a nucleus for local bands or orchestras.
■'’Russell, The American Orchestra, p. 27. Curtis
(1824-1892) was one of the editors of Put n a m ’s Monthly
from 1852 to 1869; in 1853 he began the 'column, 'r2dT- "
t o r ’s Easy Chair," in Harper's Monthly, and became prin
cipal leader-writer for "“Harperrs UeeSTy when it was es
tablished in 1857*

3

The last, in particular,

"had an irresistible appeal be

cause, when properly performed, firemen appeared in full
uniform and solemnly danced, to the satisfaction of all
3 (J4
concerned.■
A similar flamboyance characterized the repertoire
for organ recitals which became increasingly popular in
the United States after the middle of the nineteenth cen
tury.

This repertoire consisted largely of operatic

transcriptions and novelties such as the "Midnight Fire
Alarm" and the "Thunderstorm."

The latter was a spe

cialty of John Henry Willcox, a noted recitalist and or
gan architect of the lSSO's.^
By 1863» there was only one native orchestra of sym
phonic quality in the United States— the New York Phil
harmonic, founded in 1842 by U. G. Hill.

Its season in

that year consisted of five concerts of "feeble and dubious"quality.0

The first serious effort to encourage

American interest in serious music was made by Theodore 4
6
*
4 lbid., p. 28.
In one concert during the playing
of the "Fireman’s Quadrille" at the old Crystal Palace on
Bryant Square in New York, the roof of the concert hall
was set on fire for realism.
The conductor was Louis
Antoine Juilien, called by Theodore Thomas "the musical
charlatan of all ages."
"'Barbara Owen, "The History of Organ in America,"
The Organ in America (Columbia ILL-5496), n.d., n.p.
6

Russell, The American Orchestra, p. 307.

4

Thomas, who in 1864 organized his own symphony orchestra.
For five years this orchestra performed at Irving Hall in
New York, and, after an interval, at Steinway Hall from
18?2 to 1878.

In 1869 Thomas took his orchestra on a tour

of Eastern and Midwestern states, introducing to American
audiences works by Mozart, Haydn, and Brahms.

In 1877,

when the Philharmonic was near "its last sad gasp," Theo
dore Thomas became its conductor, while continuing to
lead his own orchestra.

Between 1877 and 1890,when he re

signed to become conductor of the Chicago Symphony, Thomas
developed the Philharmonic into the leading orchestra in
the country.^7
In his attempts to improve the quality of serious
music performed, Thomas fought an uphill battle.

In 1882,

for example, the most popular works appearing on symphonic
programs w e re:
7Ibid., pp. 307, 159. Thomas, born October 11, 1835,
in Esens, East Friesland, Germany, came to America with
his parents in 1845.
A child violin prodigy, he appeared
with many touring groups and in 1851 became first violin
ist with the Italian Opera Company in New York. The New
York Philharmonic elected him to membership in 1854. A
year later, with the distinguished pianist, William Mason,
he helped to found the Mason-Thomas Quartette, which sur
vived thirteen years of financial hardships but attained
extraordinary artistic acclaim throughout Europe.
Ibid.,
pp. 21, 32.
"The prevailing idea of the period was "that
no musical entertainment could be enjoyed by the public
without some singing. We quickly got over that notion,
and thenceforth, with rare exceptions, our programs were
confined to instrumental music." William Mason, Memoirs
of a Musical Life (New York:
The Century Comp a n y 1 3 d ) ,
p. 195*

William Tell Overture— Rossini
Second Hungarian Rhapsody— Liszt
Spring Song— Mendelssohn
Overture to Tannhauser— Wagner
Funeral MarcET of a Marionette— Gounod
Overture to Lohengrin— Wagner
Traumerei— Schumann ”
p
Overture to Midsumner Night's Dream— Mendelssohn0
Ten years later* the preferences of American audiences
had changed little:
Wagner— overtures and excerpts, especially from
The Flying Dutchman and Tristan and Isolde
Largo— Handel
Unfinished Symphony— Schubert
q
Second Movement, Symphony #2— Beethoven^
It will be observed that no symphonies except the melodic
uncomplicated "Unfinished" and one movement from a youth
ful Beethoven work were included.

Indeed, Thomas com

mented later in his life, na single movement of but one
symphony was a sign for revolt to the handful of persons
who had been tricked into hearing i t . " ^
Between the founding of the New York Philharmonic
Society in 1842 and the advent of "popular” radio in 1922
twenty-eight symphony orchestras were established in the
United States.

Between 1842 and 1915— three-quarters of

a century— only twelve orchestras came into existence;*
0
1
9
O
Russell, The American Orchestra, p. 319.
9 Ibid.
10Ibid., p. 307.

6

between 1915 and 1922— ~a period of great material pros
perity during and immediately after World War I, sixteen
orchestras were founded.

(See Appendix A.)

Despite the increase in the number of symphony or
chestras before the advent of radio, only a very small
pe

entage of the American population ever heard them or

any other serious music by live performers.

Although cer

tain emigrant groups, notably Germans, Italians, Bohe
mians, and Poles, brought their music with them and formed
small musical groups in their new communities, that charac
teristic which Charles Edward Russell called "Anglo-Saxon
indifference" to music predominated in most of the coun
try. ^

In New York, where opportunities for musical expo

sure were greatest, attendance at concerts v;as about 1 per
IP
cent of the populace.
In smaller cities and towns and
especially in rural areas, the church choir and the "cor
net band" were the only musical organizations.

And while

artists of notable musical stature toured the larger towns
and cities from time to time, it was not always their mu
sical excellence which attracted the audience.

When the

Emma Abbott Opera Company of Chicago toured the Upper-*
1
11
" Russell, The "American Orchestra, p. viii.
1?

Deems Taylor, "Radio— A Brief for the Defense,"
Harper *s Magazine, April 1955, p. 557*

7
Midwest in 1890 with a troupe or eighty and a twentypiece orchestra, its repertoire consisted of Martha, The
Hose of Castile, Fra Dlavolo, and II Trovatore.

For

weeks before the performance of Martha on November 10 at
the Metropolitan Opera House (Grand Forks, North Dakota),
the Grand Forks Herald ran stories of Madame Abbott's
famous jewels and her $25,000 wardrobe, made in Paris by
Worth and Felix.

!'Her garments for Hose of Castile

alone are paralyzing to a woman," reported the paper.
"Clothes, of course, do not make an opera, but they cer17>
tainly help.
One writer in the late 1920's described the "musi
cal murk" of the small town in which he grew up:
At sixteen, I had heard almost no music of any con
sequence. Although there was a building on the main
street that called itself "the Opera House," I had
never heard any opera except "Martha" and "The Chimes
of Normandy." These were given on successive evenings
by a traveling company operating on a ten, twenty, and
thirty basis.
I paid ten.
I had never heard any con
cert soloists except those offered by Corse Payton be
tween the acts of "Peck's Bad Boy" and "Camille."
And I had never heard any instrumental music played
by more than four pieces except in the impromptu band
which performed on the "Common," Fourth of July.14*
4
1
x^Vera Kelsey, Red River Runs North! (New York:
Harper and Brothers, 1951)7 pp. "273, 275; Grand Forks
Herald, Nov. 6, 1890, p. 2.
14Frederick L. Collins, "My Musical Education,"
Good Housekeeping, July 1929, p. 68.

8

Eofore the advent of radio, children made the ac
quaintance of music eirher by talcing private lessons, if
the family could afford it, or by participating in lim
ited musical activities in the schools.

By 1920, several

large, city schools had bands or orchestras, but the stu
dents provided their own instruments and received no
credit for the activity.

In 1916, the board of education

of Oakland, California, recommended the purchase of sev
eral thousand dollars worth of instruments, but the action
received so much unfavorable comment that the superintend
ent had to resign. ^

George Eastman contributed $15,000

for band and orchestra instruments for the Rochester, New
York, public schools in 1919, making that city the first
to provide class instruction in orchestral instruments at
public expense.

Most schools, however, considered them

selves fortunate to possess a piano in this p e r i o d . ^
In the opinion of one music educator, music courses
in the schools were idealistic rather than realistic*
Students from kindergarten to high school and col
lege were "prepared" for a musical life which could
scarcely be continued out of school except in the
-''Joseph E. Maddy, "Tne School Orchestra and Band
Movement in America," Who Is Who in Music, 194-1 ed.
(Chicago: Lee Stern Press, 19^-1), p". 586. Dr. Maddy was
the founder of the Interlochen Music Festival and Camp at
Interlochen, Michigan.
16-,Ibid.
-, .,
17
'Russell, The American Orchestra, p. 5 H »

9
large cities.
It set them apart as t:music lovers,"
followers of a cult in a v/orld that, generally
speaking, was Indifferent to any but the most triv
ial forms of music. 18
Many Americans in the early 1920's made their only
acquaintance with serious music by means of the phono
graph.

This device, at first regarded as a toy, received

acceptance by reputable musicians after 1904, the year in
v/hich Caruso consented to sign a recording contract with
the Victor Talking Machine Company.

19

Between 1906 and

1921, by spending more money on advertising than any other
business concern in the United States, Victor sought to
convert the American public to the use of the phonograph.*
9
1
1A
Arthur S. Garbett, "Radio and Musical Education,
The Etude, March 1932, p. 166. Garbett, in 1932 Director
of Education for the Pacific Division of the National
Broadcasting Company, was an English composer, conductor,
and writer, assistant editor of The Etude for many years,
and at one time had been a wireless operator with the
Cunard Line.
19

J. Andrew White, "Radio Music for Everybody,"
The Etude, June 1922, p. 371. In 1922 'White was Director
of Broadcasting for RCA and editor of the Wireless A g e .
He became first president of the Columbia Broadcasting
System. White cited the example of the baritone, Emilio
de Gogorza, who refused to record under his own name.
"Later, however, he found that people were actually clam
oring to hear the maker of the beautiful records and
thereafter he used his own name and found it a wonderful
advertisement."
Ibid. De Gogorza recorded under several
names:
Italian operas and songs as Signor Carlos Fran
cisco; English songs as Herbert Goddard; French operas
and art songs as M. Fernand— "all by Emilio de Gogorza—
a young man from Brooklyn." Roland Gelatt, The Fabulous
Phonograph (Philadelphia:
The J. B. Lippincott Company,
19370, p. 136.

10

Victor's competitors— Columbia, Edison, and x. 'unswickBalke-Collender— were not as aggressive in their busi
er;
ness methods and had a smaller catalog of music.
Ordinarily, because of the simplicity of the mech
anism, phonographs cost from $15.00 to $40.00.

But by

World V/ar I, as a result of high wages and the beginnings
of conspicuous consumption, the average phonograph cost
mere than $200.00, while some luxury models ranged in
price from $ 500.00 to $1000.00.2
212
0
Although Victor produced a cheaper line of rec
ords, its famous "Red Seal" series carried the bulk of
its classical repertoire.

In 1907 Victor listed four

different Red Seal performances of "The Last Rose of Sum
mer" from the opera Martha on single-face discs, varying
in price from $5.00 down to 31.75, depending upon whether
it was sung by Adelina Patti, Marcella Sembrich, Luisa
~

Tetrazzini, or Alice Niel en.

22

In 1908 Victor charged

$7.00 for its single-face, four-minute recording of the
20

H. S. Marani. , "The Dog Has Nine Lives:
the
Story of the Phonograph," Annals of the American Academy
of Political and Social Science, CXCIII (September 193/0,
<T~
^~Dane York, "The Rise and Fall of the Phono
graph," American Mercury, September 1952, pp. 2, 8.
22

Gelatt, The Papulous Phonograph, p. 148.

11

Sextet from Lucia di Larnmermoor featuring Enrico Caruso,
Antonio Scotti, Sembrich, Marcel Journet, Madame Sever23
rna, and Louise Homer. ^ At a time when a seven-course
meal in an expensive restaurant could be had for less
than SI.00, it is apparent that the average householder
did not purchase Red Seal records without some thought.
Possession of these discs evidently conferred a certain
social standing upon their owner:
A collection of Red Seal Records established one as
a person of both taste and property. Along with the
leather-bound sets of Dickens, Thackeray, and Oliver
Wendell Holmes, Victor Red Seals became a customary
adjunct of the refined American parlor. . . . 24
Despite the high prices, neither the selection of
music offered nor the quality of the recordings was ex
ceptional.

In the 1913 catalog, Victor listed much vocal

music, often four or five records of the same aria, but
there was little orchestral music and most of it incom27
plete.-' Under Beethoven, for example, there were only five
listings; Haydn, one; Mozart, two; and Bach, two:*
4
2
^ yIbid., p. 148. By 1921, the price of this disc
had dropped to S3<• 30. [_ Samuel Holland Sous_7, The Victrola B ook of the Opera "(Camden, N.J.: Victor Talking
Machine Company, 1921), p. 200.
24

Gelatt, The Fabulous Phonograph, p. 166.

■''Technical difficulties implicit in the acousti
cal recording process undoubtedly limited the orchestral
repertoire. Recording artists placed themselves before a
large horn coupled to a diaphragm which in turn vibrated
a stylus on the wax disc or cylinder. Good orchestral
balance was impossible under these conditions.

12

Beethoven:
Leonora Overture #3 (Victor Concert Orchestra,
3 sides, nearly complete)
Andante from Symphony #5
One movement from Emperor Concerto (piano), one
side only
Another version of Leonora #3 (Arthur Pryor's
Band, one-fourth normal length)
First movement of Moonlight Sonata (Vessella's
Italian Band)
Haydn:
One movement of the "Surprise" Symphony
Mozart:
One movement (cut) of Concerto for Flute and Harp
Gavotte and Menuett (unidentified--performed by
Mischa Elman and Maud Powell)
Bach:
Air for G String (Victor Herbert Orchestra with
Mischa Elman, violinist)
Gavotte in E Major (arranged and performed by
Fritz Treisler) 26
The Columbia catalog offered even less c h o i c e . ^
In 1917, Victor made a few records with the Boston
Symphony Orchestra under Karl Muck, only three of which
were ever released:
Prelude to Act III of Lohengrin— Gagner
Marche Miniature from 11Nutcracker" Suite— Tchaikovsky
Finale, Symphony y-4— Tchaikovsky 28
Three years later Victor offered cut versions of several
more symphonies:2
7
6
26

Ibid., pp. 172-173.

27
'Ibid.
2bIb.id., p. 214.

13
Symphonies #4-0 and #4-1 (Jupiter)— Mozart
Symphonies #5 and #6— Beethoven
"Military" and "Surprise" Symphonies— Haydn
Symphony #4- (Italian)— Mendelssohn
"Unfinished" Symphony— Schubert 29
For the most part, however, the record companies showed
little discrimination in their choice of music.

Al

though it continued to enlarge its Red Seal catalog with
additional Caruso, Schumann-Heinck, John McCormack, and
Alma Gluck recordings, Victor evinced little desire for
repertoire experimentation:
Opera arias and concert songs of the "I Hear You
Calling Me" variety were already in towering over
supply, and . . . still they issued in billowing
abundance to an audience that never seemed to have
enough. The public that greedily bought Chippendale
phonographs at inflated prices helped boost record
sales to unprecedented heights In the lush period
from 1914- to 1919. 30
The problem of reproductive quality remained un
solved.

Until 1926 all recordings were made by the acous-

tical process, which provided unsatisfactory sound.

31

Another limiting factor, creating many problems, was the
maximum time of four minutes per side.

32

The phonograph

pQ

A Graded List of Victor Reccrds for the Home,
Kinderp:arteh and oc'Eobl..(Camden,"IT. J .: "Victor Talking Ma
chine”Company, 19257 rev. ed.), pp. 240-24-1.
^°Gelatt, The Fabulous Phonograph, p. 194-.
^Maraniss,

"The Dog Has Nine Lives," Annals, 9.

^Gelatt, The Fabulous Phonograph, p. 271.

14
was still little more than a "glorified music box,"

55

Before 1922, for many Americans, the phonograph
provided their only extensive acquaintance with serious
music.

But the conservative policies of the recording

companies coupled with the intrinsic mechanical limita
tions of the disc caused the phonograph to fall short of
its potentialities.

It remained for the new science of

electronics, American technology, and American business
methods to open a new era.
^iaraniss,

"The Dog Has Nine Lives," Annals, 9.

CHAPTER II
SERIOUS MUSIC ON RADIO IN THE UNITED STATES
FROM 1920 to 1926
In 1920, David Sarnoff, a self-taught radio oper
ator who had worked for Marconi, wrote a letter to the
president of the General Electric Company with the sug
gestion that GE should consider the manufacture of a sim
ple wireless device suitable for the use of the general
public.
"the receiver can be designed in the form of a sim
ple ’Radio Music Box' and arranged for several dif
ferent wave lengths, which should be changeable with
the throwing of a single switch or the pressing of a
single button." This should give perfect musical
reception within a radius of 25 to 50 miles.
The manufacture and sale of this box, Sarnoff believed,
should not cause any financial loss to General Electric,
since estimated sales over a three-year period should
come to at least $75^000,000 ,J’
^David Sarnoff and R. H. Wollstein, "Radio and Mu
sic," The Etude, September 1936, p. 5^1; letter quoted in
editorial note by Wollstein.
Sarnoff later became Chair
man of RCA and NBC. At the time of Titanic disaster in
April 1912 , Sarnoff sat at his post for seventy-two hours
listening to the signals from the sinking ship.
Other
stations had been ordered off the air so that there would
be no interference.
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16

Credit for the first regular radio broadcasting
station in the United States is claimed by IGDKA at the
Westinghouse plant in East Pittsburgh, licensed as SXK
in April xyL\j.

Ur. Prank Conrad, assistant chief engi

neer for Wes.tinghouse, had, as early as October 1919>
set up an experimental radiophone station in his subur
ban Wilkinsburg garage.

In September 1920 he notified

the newspapers that he planned to use music from phono
graph records to entertain his growing audience.

He es

tablished regular periods for these music programs, and
when his supply of records ran short, a Pittsburgh de
partment store, the Joseph Horne Company, loaned him
others for use on the air, with the proviso that he mention the source of origin.

2

Dr. Conrad's programs, however, v/ere not the first
to use music on the air.

On January 13, 1910, Lee DeForest,

a radio pioneer, as an experiment broadcast portions of
Cavalieria Busticana and Pagliacci from the Metropolitan
Opera House with Emmy Destinn, Marie Mattfeld, Ricardo
Martin, Enrico Caruso, and Pasquale Amato.

Amateur wire

less enthusiasts picked up the broadcast in Bridgeport,
Connecticut, as did ohe wireless operator on his watch
2

Donald McNicol, Radio's Conquest of Space:
the
Experimental Rise in Radio' Sommunication (New York:
Murray Hill Books, Inc., 1 9 ^ 6 " ) p. 290; Gleason L.
Archer, H istory of Radio to 1926 (New York:
American
Historical.Society, Inc.
p. 199*
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aboard the S.S. Avon, a steamer outside New York Harbor
7

en route to the West Indies.
The new medium attracted many devotees who spent
hours experimenting and sending v a r '
over the air, including music.

types of

wgi is

One of these experiments,

the first radio organ recital, emanated from Pittsburgh
in 1920.

Westing-house engineers installed microphones

in Calvary Church for this daring broadcast.

Other

churches considered radio sacrilegious.^
In New York, the first RCA station, WDY, induced
Richard Strauss, billed as "the world's greatest living
musician," to prepare a recital on player-piano rolls
for December 22, 1921.^

In the same period, another of

the V/estinghouse stations, WJZ in Newark, carried pro
grams furnished by the Aeolian Company of New York.

The

piano-manufacturing firm loaned the station a piano and
a phonograph, as well as the services of several famous*
5
4
^Julius Mattfeld, Variety Music Cavalcade, 16201961 (Englewood Cliffs, N'.I.: Prentice-Hall, Inc. , 1962),
pT~503.
Of this broadcast, the New York Times reported:
"A warbling of Caruso and lime Destinn in Cavalieria Rusticana and Pagliacci as 'trapped and magnified by the
dictograph directly from the stage of the Metropolitan
Opera House and borne by wireless hertsian waves. . .
It "was not clearly audible to the reporters summoned to
hear it. . .
New York Times, Jan. 14, 1910, p. 2.

4

Harvey Gaul, "Broadcasting and the Organ," The
Etude, May 1934, p. 316.

5

^Archer, History of Radio, p. 221,
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artists such as Percy Grainger, Haris Sundelius, John
Charles Thomas, and Joanna Gadski.6,
Orders for broadcast equipment poured into the
factories, and, according to Radio Broadcast, manufactur
ers found themselves i

the

... itnation as munitions

makers during the war— unable to meet the demand for
their goods.

In the last half of 1921, thirty-two new

stations went on the air, but in the month of January
1922 alone, twenty-six appeared.

The avalanche continued

throughout the spring, bringing with it eighty-eight new
stations in April and ninety-nine in May.

7

Radio broadcasting now became established on a more
or less regular basis on a much-expanded time period.

But

despite the proud boast that “the nation is now blanketed

8
by wireless news said music," programming was still er
ratic.

WBZ, the Westinghouse station in Springfield, Mas

sachusetts, listed “concerts and musical programs every
Sunday, Monday, Wednesday and Friday at 8 P.M."

In Hart

ford, Connecticut, WQB offered concerts on Tuesday, Thurs
day, and Saturday evenings.

Station 9ZAF of Denver, Colo-

6 Ibid.
^Ibid., pp. 24-1-242.
^Literary Digest, March 4, 1922, p. 26.
listed are Eastern Standard.

AH

times
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rado, scheduled concerts on Sunday evenings.

9

One of the highlights of early 1922 was a perform
ance of Mozart's opera, The Impressario, from the WJZ stu
dios in Newark.

On March 15, in a 10' x 20' room on the

second floor of the Westinghouse plant, a local musical
group broadcast the opera with piano accompaniment.

A

commentator explained the action and described the cliaractc.:,, each performer stepped forward in turn to the mi
crophone to deliver his lines or to sing.*
10* The response
to this performance was so overwhelming and gratifying
that WJZ had to hire an extra secretary to handle the
mail.11
In response to the growing interest in radio, the
American Telephone and Telegraph Company opened its sta
tion WBAI in New York on July 25, 1922.

The first pro

gram consisted of phonograph music— a policy consistent
with the guidelines drawn up by AT & T in establishing
the station.

These suggested that the management "util

ize the player piano and phonograph for this purpose and
perhaps supplement them by such features as can be ob-

°Ibid.
10C. E. LeMessena, "The Impressario," Radio Broad
cast , August 1922, p. 521.
“ Archer, History of Radio, p. 262.

20

tained without incurring any considerable expense."

12

The program, which went on the air at 4:JO P.M. was as
follows:
4:32
4:40
4:44
4:49
4:52
4:58
5:02
5:07
5:12
5:21
5:25
5:28

1.
2.
3.
4.
5.
6.
7.
8.
9.
10.
11.

Polonaise
Ave Maria
On Wings of Song
Meditation de Thais
Love Song— Strauss
Marseillaise
Choc de Boc
Carry Me Back to Old Virginny
Rhapsody
Melody in P (violin)
March, National Emblem
Signing off 2-5

A musical program typical of the 1922 period took
place on August 3, 1922.

This program, which WBAY had

scheduled for July 27, bad been delayed out of courtesy
to WJZ, which h

announced a prize fight for that night.

The program included the following:
7:30-8:00 P.M.
8:00-8:07
8:08-8:22

8:23-8:33
8:34-8:44

Victor records and player-piano music
Announcements
Vocal selections, Miss Helen Graves,
Long Lines Plant Department
(a) Just a Song at Twilight
(b) Selected
Talk
Violin selections, Mr. Joseph
Koznick, AT & T drafting department
(a) Traumerei
(b) Melody in F1
2

12

William Peck Banning, Commercial Broadcasting
Pioneer: The W2AF Experiment, 1^22-1926 (Cambridge, Mass.
Harvard University Press, 1946), p.'
Hereafter cited
as Banning, The WEAff Experiment.
■^Archer, History of Radio, p. 266.
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More talks
10:07-10:24
10:25-10:31

Joseph Roz, violin
(a) The Secret of Home Sweet Home
(b) For the Sake of Auld Lang Syne
"Home Sweet Home," Hr. F. R. Marion,
Long Lines Engineering Department 14-

On November 5j 1922, Radio Corporation of America
announced that it would establish a "two-program station"
atop Aeolian Hall, the foremost recital hall in New York
City at the time, which would be the most powerful in the
world.

One of its two proposed stations would broadcast

"artists of rank" while the other would carry jazz.

In

cluded in the announcement was an item which signaled the
beginning of a controversy which continued until December
1931:

the proposal for a line to be run to the Metropoli

tan Opera House to broadcast opera from the stage of that
venerable hall.

AT & I and Westinghouse also expressed

interest in broadcasting the Metropolitan performances.

15

On November 7? officials of the opera company announced
that they refused to allow broadcasts for two reasons:
"^Banning, The WSAF Experiment, p. 85. This is
the last mention of V/BAY. Because of miscalculation by
AT & T engineers, the V/BAY transmitter had been placed at
24- Walker Street on a twenty-four story steel skyscraper,
"the worst place in the world on which to build the widely
advertised best radio station in the world." Archer, His
tory of Radio, p. 265. V/EAF, the second AT & T station,
had Tts antenna on a building at 4-63 West Street which
contained no steel.
1^New York Times, Nov. 5? 1922, p. 1.

22
first, there was no popular demand for opera on the air:
secondly, the broadcasting of opera would create a reac
tion unfavorable to performers.

Despite this setback,

AT & T scheduled a broadcast performance of Aida as part
of a gala observance of the fourth anniversary of the Ar
mistice.

Metropolitan artists took part in this produc

tion which WEAF staged in oratorio form at the Kingsbridge Armory, but because of its condensed format and
the fact that it originated outside trie opera house, the
Metropolitan did not consider it one of i'js vehicles.

17
'

The New York Times reported the next day that more than
600,000 set owners within a radius of 1,000 miles had
heard the program, and that the voices and instruments
1ft
"were reproduced with great beauty and clearness."
In the fall and winter of 1922/1923, WEAF pre
sented several series ox concerts and recitals.

AT & T

announced on November 9 that it had arranged to broad
cast five New York Philharmonic concerts from the Great
Hall of City College of New York and from Carnegie Hall,
beginning on November 22.

Conducted by Joseph Stransky,

16Ibid., Nc -. 7, 1922, p. 51.
~ 'Ibid., Nov. 9? 1922, p. 11; Banning, The WEAF
Experiment, p . 112.
18

New York Times, Nov. 12, 1922, p. 20

25
the opening program, broadcast to an estimated audience
of 500,000, included Beethoven's Seventh Symphony and
"Don Juan" by Richard Strauss.

Professor-Emeritus Palmer

of the Public Speaking department of City College provided
iq
the commentary for the programs. y During the same pe
riod, WEAP broadcast a series of Sunday afternoon organ
recitals from City College with Dr. Samuel Baldwin as or20

g a m st.

On November 19, WEAP introduced a program which
originated in the Capitol Theater in New York.

Under the

direction of Samuel L. Rothafel, this was the first of
many Sunday night broadcasts by the group which became
popular all over the country as "Roxy's Gang."

A dress

ing room in the theater served as the WEAP control room
for these broadcasts, which had begun as the result of
acoustic experiments by the Western Electric Division of
AT & T.21
Similarly, serious music found a place on radio in
other parts of the country.

Early in 1922 when Westing-

house opened station KYW in Chicago, Mary Garden, famous
^ N e w York Times, Nov. 25, 1922, p. 25.
Of)

Banning, The WEAP Experiment, p. 115.
21
^Ibid.

soprano of the Chicago Opera Company, participated in the
ceremonies.

The Chicago Opera Company, unlike the Metro

politan, consented to weekly broadcasts from its stage
throughout the entire opera season.

At the announcement

of the forthcoming series, there was a tremendous scram
ble for radios throughout the entire Middle West.

Before

the beginning of these broadcasts it was estimated that
there were 1,300 sets in Chicago.

By the end of the sea-

son, the number hah risen to 20,000.

22

Listeners from all

over the country reported on reception of the Chicago
Opera broadcasts.

The New York Times noted late in 1922

that the last act of II Trovatore had been received in
New York "with perfect clearness."

2h

'ihen the Chicago Opera season ended, EYW had a
program vacuum to fill, for its listeners would "scorn
phonograph records or amateur live talent" after such
lordly fare.

To overcome this problem in part, the sta

tion hired a music director and a staff of "competent muti2h
sicians."
In New York, to exploit the growing public inter
est in radio, Gimbel Brothers held a "Hadio Exposition"2
4
*
22

Archer, History of Hadio, p. 271.

^ N ew York Times, Dec. 5, 1922, p. 16.
24
'Archer, History of Radio, p. 271

25

in their department store from March 1 to March 10, 1925,
from which V/EAF carried broadcasts of musical selections.
After the exposition closed, Gimbels announced a program
of radio talks, but their earlier musical experiments had
received so much favorable attention from listeners that
they returned to that type of program.

The new series be

gan on March 15, 1925, from 9:00 to 10:00 P.M. over WEAF.
The program for March 17 included the following:
9:00
9:15
9:50
9:4-5

Helen Bell Rush, soprano— a number of popular
songs
Frank Gage, singer, pianist, and trumpeter—
popular songs
Helen Bell Rush— "Caro Nome" from Rigoletto;
^ i\ Vl
T
e but a Bay," "Song of AgesTr(He,l Ier),
"Honey, Dat's All" (Van Alstyne)
Frank Gage 25

From 9:00 to 9:50 P.M. on the program of March 22, Charles
C. Hohman, bass baritone, gave a recital; from 9:50 tu
10:00, Lucile Chalfant, coloraturo soprano, sang.

There

after, the programs alternated between concert music and
<jazz/-k
The opening of the new V/EAF studios at 195 Broad
way in New York afforded an occasion for a gala broadcast.
PR
“ 'Archer, History of Radio, p p . 290-291.
It should
be noted that V/JZ, not to be outdone by its rival,V/EAF,
broadcast excerpts from Tannhauser from the Lexington Ave
nue Theater, from 7:00 to 7:50 P.M. on March 15, the night
of the first Gimbel program.
Ibid., p. 290.
26 Ibid.
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On the evening of April 50, 1923, leading newspaper edi
tors and music and drama critics gathered to hear a pro
gram which "demonstrated the perfection of technique at
tainable with the new facilities."

Special features were:

John Charles Thomas, baritone; Walter Charmbury, pianist
and composer; Nadia Heisenberg, pianist; Evelyn Herbert
and Helen Bell Rush, vocal artists; and Jascha Bunshuk,
first cellist of the Capitol Symphony Orchestra.

27

Although the accounts of these "firsts" and gala
broadcasts are preserved in the press, the content of most
early radio programs cannot be determined.

In the pioneer

days of radio, newspapers carried few program listings,
28
and the archives of the radio stations are incomplete.
One program which excited attention in 1923 was a
lecture-recital given by Walter Bamrosch on the life and
works of Beethoven, v/hich took place on October 29 on
po
WEAR.^ J This station demonstrated further its policy of
bringing good music to the radio audience by presenting
2^New York World, May 6, 1923, p. 10 mag.
On the
lighter side were Phil"Ohman‘s famous Trio, Billy Jones,
Ernest Hare, and Elsie Mae Gordon.
Ibid. WEAR took its
call letters from the four elements of the ancients:
water, earth, air, fire. The grill at the Broadway en
trance, done by Paul Manship, had been inspired by the
Tower of the Winds at Athens.
Banning, The WEAR Experi
ment , pp. 122 -123 .
28Archer, History of Radio, p. 290.
2^Ibid., p. 321.
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on December 17 a concert by the New York Philharmonic,
conducted by Willem Van Hoogstraten.

Broadcast from

Carnegie Hall, it included the Introduction to the Third
Brandenburg Concerto by Bach, Haydn's "Military" Symphony,
two Beethoven overtures, and two portions of A Miisummer
Night's Dr eam by Mendelssohn.

BO

By 1924, the daily press began to carry the pro
grams for the day of some radio stations.

A typical day's

offerings on WEAF, taken from the radio page of the New
York Times for Monday, January 21, 1924, showed the fol
lowing items:
4:00 P.K.
4:15
4:30
4:45
5:00
5:15

Alexander Chigrinsky, piano
Joseph M. White, tenor
Alexander Chigrinsky, piano
Mamie Goldstein, violin
Joseph M. White, tenor
Mamie Goldstein, violin

7:00
7:50
?:40
7:50

Benson's Dance Orchestra
Sports talk by Thornton Fisher
Helen DuVal, contralto
Talk, The Cost of Administration, by
J. Prank Birdsell
Lecture on Robert Browning, by Hoxie N.
Fairchild
Helen DuVal, contralto
Philharmonic Society concert direct from
Carnegie Hall, Rosa Eaton, soprano 51

8 :00
8:20
8:30

In the same period, WEAF announced the beginning
of several new series of serious music programs.
50 New York Times, Dec. 18, 1923, p. 17
31 Ibid., Jan. 21, 1924, p. 20.

One of5
0

28

these, the Adolph Lewisohn Chamber music course from
Hunter College, heard each Thursday at 8:40 P.M. during
the school year, was the first full college course ever
presented over radio,

Dr. Harry T. Fleck of the Hunter

College music faculty directed a listeners' course in mu
sic appreciation.

Organizations scheduled to appear on

the series included the Letz Quartet, the New York Trio,
the Kaltenborn Quartet, the Classique Trio, and the Thane
Trio.^
Many of the early radio licensees were universi
ties which experimented ’
with educational programs.

One

example of an early music education series outside the
metropolitan areaoriginated with KSAC— Kansas State Agricultural College at Manhattan, Kansas.
Concerts of organ and symphonic music increased
in number during this period.

Early in 1924 WJZ broad

cast the noon recitals from Trinity Church in New York
City,

34

and NEAP carried regular organ recitals from the

Skinner Organ s t u d i o s . B o t h the New York Symphony, unde
-^New York Times, Jan. 14, 1924, p. 15*
^ W a l t e r Burr, "The Biggest Hural School," The
Etude, February 1924, p. 106.
-^New York Times, March 11, 1924, p. 6.
35

Banning, The VJEAF Experiment, p. 11?.

?Q

-alter Dararosch, and the New York Philharmonic, conducted
by Willem Mengelberg, broadcast occasionally in 1924, fea
turing such works as Beethoven's Fifth and Ninth Symphonies, Brahms' First Symphony, and some Wagner excerpts.

96

But the selections carried on the majority of
broadcast music programs was of lesser quality.

Jennie

Irene Mix, one of the earliest radio critics, in a discus
sion of current favorites, said:

"One of the most popular

instrumental numbers with radio listeners is Dvorak's charm
ing 'Humoresque.

'

Hearing Debussy's "Maid with the

Flaxen Hair" over the station that was later to become WGN,
Chicago, she exclaimed that "it was a joy to hear this
charming number.

Congratulations £~to the artist_7 for

giving radio listeners a chance to hear this ingratiating
number.

. . ."2°

Further indication of the paucity of good

radio music may be seen in her plea, made in December 1924,
entitled:

"Can Radio Artists Play Only Chopin and Liszt?":

-'"dev/ York Times, Jan. 3 1 1 1924, p. 13; Feb. 7?

1924, p. 1 4 ;' Feb. 10,' 1924, s e c . i , pa rt 1, p. 6 .

^ J e n n i e Irene Mix, "How Shall We Get Great Artists
to Broadcast?" Radio Broadcast, May 1924, p. 15.
^ J e n n i e Irene Mix, "What Does the Public Want in
Radio Music?" 'Radio Broadcast, June 1924, p. 124.

30
There is scarcely a broadcast station of ary im
portance from which we have not heard timer- without
number the second, sixth and twelfth Rhapsodies of
Liszt and his "Liebestraume."
As for Chopin, he is played almost as frequently
as Liszt and represented within an even narrower
scope. A few Nocturnes, with the hackneyed one in
E flat major far in the lead; a Waltz or two; and
three Impromptus. . . . That is the radio Chopin.59
Audiences hungered for better music than this, she con
tinued :
To them the radio could and should be of a value it
does not fulfill.
. . . we would suggest that they try giving their lis
teners some composers other than Liszt, Chopin and
Rachmaninoff . . . now and then. For instance, we
suggest Mozart, Beethoven, Schubert, Schumann, and
Brahms— to name but a f e w . ^
On December 24, 1924, the Victor Talking Machine
Company and WEAR announced a forthcoming series of famous
Victor artists to begin broadcasts on January 1, 1925.
The first program presented John McCormack, the celebrated
Irish tenor, and the Metropolitan Opera soprano, Lucrezia
Bori.

Later programs in the series featured Madame Renee

Chemet, violinist; Alfred Cortot, French piano virtuoso;
Jascha Heifetz, violinist; and a number of Metropolitan 3
*
9
39
Radio?"

Jennie Irene Mix, "Why Don't Great Musicians Aid
Radio Broadcast, December 1924, p. 236.

31

Opera stars including Frances Alda, Emilio de Gogorza,
Banjamino Gigli, Maria Jeritza, Giovanni Martinelli,
iitta Huffo, Antonio Scotti, and Beinald Werrenrath.

‘
The

programs were announced as an experiment, and their sur
vival depended upon their popularity with listeners and
h-[
the advertising benefits for Victor and WEAF.
Reactions to the first program made the front page
of the New York Times on January 2.

The paper reported

that although this broadcast represented the first time
that artists of such high caliber had been on the air, the
response was tremendous.

Estimates of the size of the au

dience ranged from six to eight millions, the largest ever
known for a musical program.

New York theater owners com

plained that attendance had dropped sharply on the night
of the broadcast.

The Times commented that although the

announcers alluded to the fact that both artists recorded
for Victor, neither they nor the stations had received any
payment.
One may obtain some idea of the range of music se
lected for these "spectaculars'* by studying the listings.
On January 15, Madame Frances Alda of the Metropolitan
sang selections from La Boneme and Boito's Kefistofele,*
2
4
4 ^New York Times, Dec. 24, 1924, p. 1.
42Ibid., Jan. 2, 1925, p. 1.
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as well as "Mighty Laic a Hose" and "What'll I Do?"4 ^ On
a subsequent program which featured Madame Kenee Chemet,
violinist, and Emilio de Gogorza, concert baritone, the
program included:
Japanese Sunset
The World Is 'Waiting for the Sunrise
Drink to Me Only with Thine Eyes
"Faust" (?)
Marcbeta
Bluebells of Scotland
By the ’Waters of Minnetonka
La Paloma 44
By February 15, the Hew York Times reported, more than
one ton of mail with requests and comments from listeners
had poured in from every state, as well as from Mexico,
Canada, and Bermuda.
Victor's chief competitor, Brunswick-BalkeCollender, reacting to the success of the McCormack-Bori
program, announced its sponsorship of a series to be
broadcast on February 4, 10, 17, and 24, featuring its re
cording artists.

Brunswick had, in fact, preceded Victor

in sponsoring such programs by presenting a single broad
cast on December 9, 1924* featuring two of its recording
stars, Mario Chamlee and Florence Easton, both of the4
*
3
43
yHew York Times, Jan. 16, 1925, p. 15•
44Ibid., Feb. 15, 1925, sec. 6, p. 15.
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Metropolitan.

This program, which had originated with

■v'JZ, had been carried on a chain of six stations.^ This
was the first time that Metropolitan artists had been
granted permission by the opera management to broadcast.

47

In an effort to outdo Victor, Brunswick’s new series in
cluded an offer of prizes of $5,000 per month for musicmemory contests.

The idea, the company spokesman as

serted, would "foster a keener understanding and know/iO
ledge of good music among the public."
Despite its inaccessibility to much of the nation,
opera had a fascination for many people, as evidenced by
the scramble of recording companies to sign up opera stars
for the competing radio series.

Although efforts had been

made since 1922 to convince the management of the Metro
politan Opera that broadcasting would benefit both the
company and the public, ^atti-Cassazza, the artistic di
rector of the Metropolitan., refused adamantly, believing
and declaring that opera would be incomplete without its

49

visual aspect. y

W. J. Guard, speaking for the Metropoli- 4
9
*
6

46

Jennie Irene Mix, "At Last Great Artists Over the
Radio," Radio Broadcast, March 1925, p. 880.
4^New York Times, Jan. 3, 1925, p. 16.
Ibid., Jan. 14, 1925, p. 7.
49 Ibid., April 5, 1925, sec. x, p. 14.

tan, was even more emphatic:
it is silly.

It_7

"Opera cannot be broadcast

. . . would be meaningless."^0

Everyone did not share this opinion, however.

The

Eev/ Y 0rk ItaJ ian-ianguage newspaper, Corriere d 1America,
insisted editorially that a knowledge of opera should be
made available to tne public, and, further, arranged a
broadcast of an adaptation of Cavalleria Rusticana on siation WGBS.

51

The program drew thousands of letters and

telegrams of appreciation.

Many of the respondents said

that they had never before heard an opera, but after hear
ing only one, they had become opera fans— an attitude
which Metropolitan officials did not appear to comprehend.
In response to the demonstration of public interest in
the music-drama, WEAF inaugurated its own Grand Oper." Com
pany, under the direction of Cesare Sodero, beginning on
May $1, 1925.

It presented "tabloid" operas— one-hour

adaptations of the best-known scores once a week, to be
carried on a group of stations, and originating with the
cp
parent station in New York.-'*'
Although most serious radio music programs to this
time had originated either in the New York metropolitan *
2
5
'?0"Broadcasting Menaces the Theater?"
)pinion, March 1925, p. 331.

Current

•^New York Times, Feb. 15, 1925, sec. viii, p.
52 Ibid., Nov. 1, 1925i sec. ix, p. 19; Archer,
History of Radio, p. 355*

15 .

area or in Chicago, two new programs originating in re
gions farther west began in 1925.

From KSD in St. Louis

came fifteen concerts of the St. Louis Symphony Orches
tra's regular subscription concerts, under the baton of
Rudolf Ganz.-^

And from KSL in Salt Lake City, the Mor

mon Tabernacle Choir and organist broadcast every Thurs
day at 9:00 P . M . ^
Most of the other new programs came from the East
coast.

Beginning on November 6, every Friday from 8:00

to 9:00 P.M., the Skinner Organ Studios in New York City
55
presented a series of thirty-six organ recitals. ^

In

the same autumn, the Steinway Company arranged five con
certs featuring such artists as Damrosch, Mengelberg,
Schumann-Heinck, and Josef Hofmann to be broadcast over
WJZ, NEC (Washington, D.C.), and WGY (Schenectady, N.Y.).
Josef Hofmann and the New York Philharmonic appeared on
the first of t h e s e , ^ which, reported the New York Times,
created "a genuine public s e n s a t i o n . T h e
P

Philharmonic 5
7
*
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''"'Jennie Irene Mix, !,How the Radio Public Should
3e Pleased," Radio Broadcast, January 1925, p. 4-58.
"?^New Toxic Times, April 5, 1925, sec. x, p. 12;
Bee. 27, 1^2 5 , sec. viii, p. 15.
55

Ibid., Nov. 1, 1925, sec. ix, p. 19.' Henry
Willis III, the noted English organ builder, planned to
attend the first recital of this series.
58ibid., Oct. 12, 1925, p. 25.
57
-"Archer, History of Radio, p. 368.

36

was also scheduled to broadcast twelve concerts of its
regular season, conducted by Mengelberg and Furtwaengler,
on Saturday evenings over a three-way network of V/JZ-WGY,r 56
WltG.
By the second half of 1925, it appeared to many
people that good music was a radio promotional l u r e , ^
since Victor, Brunswick, and Steinway had all become
sponsors of important, serious-music programs.

Another

distinguished company joined chat group when the Atwater
Kent Radio Manufacturing Company of Philadelphia announced
that it had signed twenty-five of the world's leading
opera stars and other eminent musicians to be featured on
thirty Sunday-night programs beginning October 4.
list of celebrities included:

The

Louise Homer, Maria Kurenko,

Alexander Brailowsky, Charles Hackett, Albert Spalding,
Mabel Garrison, Edward Johnson, Benno Moiseiwitsch, Eva
Gautier, Anna Case, and, to begin the series, the Metro
politan Opera baritone, Reinald Werrenrath.

The plan, de

clared Werrenrath, was "making musical history.

I d o n ’t

think a more- significant thing has ever happened in the
60
musical world.”

This series was reputed to cost more*
0
6

^ New York Times, Nov. 1, 1925, sec. ix, p. 19.
^Archer, History of Radio, p. 368.
60
New York Times, Sept. 21, 1925, p. 1.
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than $500,000 a year*0

On the opening program, Secre

tary of Labor James J. (Puddler Jim) Davis, made a brief
introduction:
. . . Nov/ science has wiped out distances.
It has
torn down walls of the concert hall and the opera
house. The whole world is now one open opera house.
We are all one vast audience. And the music is
brought to us as we sit at home. 62
The program of November 1, v/ith Mary Lewis, so
prano, and Paul Kochanski, violinist, consisted of the
following works:
Ave Maria
Depuis le Jour, Louise— Charpentier
Serenade— Arensky
Gitana— Kreisler"
Prize Song— Wagner
From the Land of the Sky Blue Water— Cadman
Rain— Pearl Curran
The Answer— J. Huntington Terr;/
Pale Moon— Logan-Kreisler
My Lovely Celia 63
The series achieved "an instant success" and commanded
64"universal acclaim from the radio audience."*
^ Literary Digest, Oct. 10, 1925, p. 27. Broad
cast on Sundays at 9:1$ P.M., the program was carried by
the following stations: WEAR, WCAP (Washington, D.C.),
WJAR (Providence, R.I.), WEEI (Boston), WCAE (Pittsburgh),
WSAI (Cincinnati), WWJ (Detroit), WOC (Davenport, Iowa/,
WCCC (Minneapolis), WGR (Buffalo), WOO (Philadelphia),
KSD (St. Louis), WTAG (Worcester, Mass.). Archer, History
of Radio, p . 568.
k^New York Tiroes, Oct. 5, 1925, P» 26.
'^Ibid., Nov. 1, 1925, sec. ix, p. 19.
64Archer, History of Radio, p. 5 6 8 .
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The 1925/1926 season brought the continuation of
the Atwater Kent, Brunswick, and Victor programs, as well
as the inauguration of others, such as the broadcasts of
the Boston Symphony from WEEI.^5

A network of stations

that reached to the West coast carried the Victor program. 66
One noteworthy development during this season was
that American composers attracted attention and received
considerable exposure.

In a weekly Tuesday night series

entitled "A Half Hour with American Composers," WEAP in
troduced some musicians who played and discussed their
Sn

works. f In Baltimore, WBAL presented programs of allAmerican music; V/LW in Cincinnati featured American com
posers during American Music Week; and KFI in Los Angeles
had a program similar to that of WEAP, in which composers
interpreted their own works.

In the KFI series, Charles

Wakefield Cadman, Carrie Jacobs Bond, and others identi
fied only as Grunn and Gilberte were scheduled to per
form.0"
Evidence of the increasing quantity of serious rau-6
8
*
5
65

Hew York Times, .Jan. 2-4-, 1926, sec. xi, p» 5*

°°Ibid., Sept. 27, 1926, sec. viii, p. 18.
°^Ibid., Peb. 14, 1926, p. 17. Frederick M. Vanderpool was the first to appear on this series.
68
John Wallace, "Where Are the Rewards for Ameri
can Radio Music?" Radio Broadcast, August 1926, p. 316.
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sic on the air may be seen in the programs for two random
weeks early in 1926— those of February 14 and February 21
A partial listing should demonstrate this contention:
WJZ — Giovanni Martinelli and Marion Talley of the
Metropolitan on the Victor program
WEAF— Anna Case, formerly of the Metropolitan, and
John Corigliano, violinist, on the Atwater Kent
Hour, with works by Rimsky-Korsakcv, McDowell,
Rachmaninoff, and Sarasate
WJZ — Paul Althouse and Julius Claussens of the Metro
politan, performing works by Bizet, Delibes,
Palmgren, and others
WJZ — The Lenox String Quartet under the auspices of
the Elizabeth Sprague Coolidge Foundation and
the New York Public Library, performing:
Italian Serenade (Hugo Wolf); Quartet in E
(Mozart); String Quartet, 1891 (Jacobi) 69
In the following week:
WJZ, WRC, and ¥ GY— The New York Philharmonic, broad
casting from the ballroom of the WaldorfAstoria, in a program consisting of: Eine
Kleine Nachtmusik (Mozart), Entr'acte, Rosamunde (Schubert), Three Hungarian Dances
X'BraEms )
WJZ — Schumann String Quartet, in one of a series of
Lewisohn free chamber music concerts
WJZ --Rigoletto (Verdi) in tabloid form
WHAM (Rochester) and WGY— Martha (Flotow), performed
by the Eastman School of" 'Music 70
In the autumn of 1926, several significant addi
tions appeared on the list of programs already available
New York Times, Feb. 14, 1926, p. 17.
70Ibid., Feb. 21, 1926, p. 17,
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to radio music listeners.

The Hew York Philharmonic and

the Boston Symphony became regular contributors through
their concerts broadcast on Saturday evenings and carried
by WBZ, V;JZ, WGY, and W H O .' “

The regular Thursday after

noon concerts of the Rochester Philharmonic were heard be
ginning November 11, with Guy Fraser Harrison as conductor
72
and commentator.'

The entire subscription series of the

San Francisco Symphony Orchestra was scheduled for broad
cast— an idea highly commended in a New York Times edi
torial. '
Near the close of 1926 Radio Corporation of America
announced that it had purchased WEAF from AT & T, and that
RCA would operate both v/EAF and WJZ as heads of a new
"chain” or network "to provide the best programs available for broadcasting in the United States."'

The new

network, the National Broadcasting Company, by offering
those programs to other stations, would bring the benefits
of metropolitan artistic resources to listeners across the
continent.
71

For the enrichment of music broadcasting, this*
7

New York Times, Oct. 3, 1926, sec. ix, p. 15.

'“ Ibid., Nov. 7, 1926, sec. ix, p. 19.

This series

was carried by WGY, V/FBL (Syracuse) and VIMAK (Martinsville,
i'i*1 «J «
7"Ibid., Get. 19, 1926, p. 16.
7/4Ibid., Sept. 14, 1926, p. 27.
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innovation would have consequences unforeseen by most ob
servers at the time.
The founding of the networks marked the end of an
era of experimentation in radio programming by the in
fant industry.

Few of its pioneers would have dared to

predict that it would become a national institution in
less than six years.

CHAPTER III
THE IMPACT OP EARLY RADIO ON SERIOUS MUSIC
It was inevitable that any phenomenon which spread
as rapidly as did radio in the early 1920‘s should have
had a great impact on many aspects of society.

Music,

which from the very beginning had played an important
role in radio broadcasting, was one of the areas most af
fected by the new medium.

Percy A. Scholes, noted Brit

ish musicologist, wrote ecstatically about the effects of
radio on serious music:
I am not in any doubt about it. The greatest mu
sical event of the years 1901-1925 is, as far as I
can yet see, not the birth of any great composer, nor
the production of any great Symphony or Opera. The
greatest event of that period is the rebirth of all
the composers [_ of the past_7- . . .
Indeed, for thousands of people, all over the
world, Bach, Handel, Mozart, Beethoven, Schubert,
Mendelssohn, Schumann, Chopin, Wagner, Pranck, Elgar
and all the rest, were only born three or four years
ago, when public radio became established, or within
the past year or the past month, or past week, when,
at last, they bought a radio apparatus.
I am going to date all that from about 1922, when
public radio officially began, and to suggest that we
should mark that date in the history of our times as
far and away one of greatest importance to the art of
music since the present century began. ^1
1Percy A. Scholes, "The Most Important Musical
Event Within the Past Quarter Century," The Musician,

August 1926, p. 10.
42
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His enthusiasm, however, was not universally
shared by musicians and the music industry.

As early as

1922 when EGA had announced its intention to move its
studios to Aeolian Hall to facilitate the broadcasting
of concerts by famous artists, some hostility to radio
on the part of musicians became evident.

Expressing this

feeling, one official of Aeolian Hall predicted that ar
tists would be reluctant to broadcast because the public,
having enjoyed their services at no charge, would not pay
to hear them in person.

2

Some musicians considered broadcasting beneath
their dignity and prophesied doom for live, serious music
if the influence of radio continued to grow.

Fritz

Kreisler, who refused to broadcast throughout his entire
life, stated:

", . . 1 think broadcasting may do an ar

tist a great deal of harm."‘+

Current Opinion in 1924

quoted John McCormack as saying that radio "is affecting
music in this country disastrously," for, he declared,
"the newer and younger artists are suffering neglect at
the hands of the public on account of the absurd manner *
4
^Mew fork T imes, Nov. 5* 1922, pp. 1, 9«
-‘‘Leonard Liebling, "Music and the Radio," Who Is
.■ho in Music (Chicago:
Lee Stern Press, 1941), p. 550.
4 New York Times, Oct. 24, 1926, sec. ii, p. 2.
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of broadcasting."

He continued in the same vein:

/'"It is_7 . . . unwise for any artist to risk the in
clement conditions, for if the wavelengths are imper
fect or should the weather be freakish, the result
would be worse than a bad record on a talking machine
Many concert managers refused to allow their ar
tists to broadcast, and threatened immediate contract cancellatio.il in case of violation.

6

Some musicians, wishing

to experiment in the new medium, broadcast under ficti
tious names in order to avoid reprisals and to protect
their reputation from the dubious classification of
“radio artists.
In other instances, broadcasts were sometimes per
mitted if no advance publicity was given.

In one such

case, RCA had planned to broadcast a performance of Aida
from Yank.ee Stadium, but the opera company revoked its
permission, claiming that RCA had publicized its inten
tions.

Although RCA denied the charge, the opera company-

refused to cooperate and threatened legal action if the
Q

broadcast took place.6
7
^"Rree Music Broadcasting:
Arguments for and
Against Threatened 'Legalized Piracy,’" Current Opinion,
August 1924, p. 201.
6Jennie Irene lYUx, "Good National Radio Programs
Prove What the Public Wants," Radio Broadcast, May 1925,
P • 65 *
7
PPifl • , p . 64.

°New York Times, June 28, 1925, p* 15.

William A. Brady, New York theatrical producer,
expressed the fears of many in his profession:

"Radio

constitutes the gravest menace the theater has ever
q
f a c e d . A s proof that the dilemma was not confined to
the United States, William Boosey, manager of Queen's
Hall in London— the foremost concert hall in England until
.ins destruction in World War II— held the same views.

Ke

scoffed at the idea that hearing artists on the air made
the public wish to see them in person.

If the current

trend continued, he complained, his hall would have to be
come a movie t h e a t e r . T h e empty seats in New York the
aters on the night of the first Victor radio program, as
noted earlier, seemed to reinforce this dire prediction.^
But not all artists and artist managers were so
pessimistic.

Sol Hurok, later to become one of America’s

best-known impressarios, said in 192'’:

"In the long run,

I feel that music will benefit directly from radio.
o
y"Broadcasting Menaces the Theater?"
Opinion, March 1925, p. 550.

Not

Current

^ Ng w York Times, Oct. 23, 1926, p. 19*
Mix, "At Last Great Artists Over the Radio,"
William C. Alley of R adio Retailing, replying
to criticism that radio (the FTcCormack-Bb'rnTbrcadcast es
pecially) was hurting the theater, said that it was not
radio but the combination of high ticket prices and box
office discourtesy which was the cause of the slump.
New
York T imes, Jan. 4, 1925, p. 23.

p. 8S0.
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only in music, but education in general will benefit.”
ihe noted pianist, Josef Hofmann, who had made his radio
debut in 1925, said in its defense:
does any harm to broadcast.

"I don't think it

Madame Ernestine Schumann-

Heinck, one of the most beloved of all opera and concert
singers, did not hesitate to express her faith in the new
medium:
. . .

”1 . . . believe that radio is a great blessing.
Within the period 1922-1926, almost all of the

great musicians in the country had appeared before the mi
crophone or would soon do so.

Jennie Irene Mix of Radio

Broadcast explained the reasons for the rush to radio:
:It all but goes to prove that we must either keep up with
the procession or drop out of it altogether."^
In the final analysis, the reluctance of most ar
tists who refused to appear on the radio stemmed from
financial considerations.

Financing of the earliest

radio programs was a hit-or-miss affair, since advertisers
had not yet learned of the benefits to be received through
through the medium.

During these early years, many musi

cians appeared simply for the novelty of the experience
^ N e w York limes, Oct. 24, 1926, sec. ii, p. 2.
^'Ibid., Feb. 21, 1926, p. 18.
15
''Mix, "Good National Programs Prove What the Pub
lic Wants," p. 65.

4?

and neither expected nor received any compensation."^ The
problem of compensating great artists for radio appear
ances perplexed many persons in the embryo broadcasting
industry.

In the May 1924 issue of Radio Broadcas t , a

full-page advertisement,

"Who Is to Pay for Broadcasting

and How?" offered a prize of 3500 for a satisfactory an
swer.

Under the heading, "What We Want," the announcement

stated:
. . . is a v/orkable plan which shall take into account
the problems in present radio broadcasting and propose
a practical solution. How, for example, are the re
strictions now imposed by the music copyright law to
be adjusted to the peculiar conditions of broadcast
ing? How is the complex radio patent situation to be
unsnarled so that broadcasting map develop? Should
broadcasting be allowed to advertise? 17
In an attempt to find a solution to this problem,
the Radio Music Fund Committee was organized to accept
contributions from radio listeners to pay for musical pro
grams on the air.
nanciers:

Its members included many prominent fi

Clarence K. Mackay, president of the Postal

Telegraph Company, chairman of the board of the New York
Philharmonic Society, and member of the board of the Metro-*
7
1
1fi
New York Times, Jan. 5> 1925, p. 14.
17
' '"Who Is to Pay for Broadcasting and How?" adver
tisement, Radio Broadcast, May 1924, p. 69•
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politan Opera; Felix M. Y/arburg, international banker,
partner in the investment firm of Kuhn, Loeb and Com
pany; Frederick A. Juiliiard, administrator cf the
^20,000,000 trust for the music school bearing the fam
ily name, and director of the Metropolitan Opera; A. D.
Wilt. Jr.; and A. A. Berle, Jr., economist. °

The com

mittee selected V/EAF as the station to carry the proposed
broadcastsThe

public responded to the appeal by pour

ing in letters and contributions.

Soon after the origi

nal announcement, the committee stated that the initial
broadcast could take place shortly because of the great
amount of money it had received.

20

Controversy soon disrupted the plans.

An edi

torial in the New York Times called the plan unworkable;
that since there was no way to exact payment from listen
ers as at the box office or gate, "unless all pay . . .
any payment is u n f a i r . I n

opposition to the proposal,

Charles Fopenoo, Director of WJZ and Y/JY, said that early
! EC A, Westinghouse , and General Electric had all
0Q
'New York Times, Feb. 16, 1924, p. 16.
19Ibid.
op
'Ibid., Feb. 23, 1924, p. 1$.
dlIbid., Feb. 18, 1924, p . 14.
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tried voluntary financing but had soon abandoned it as un
workable.

“It was hard enough to get a postcard of appreop
elation let alone m o n e y . ' T h e American Radio Associa
tion expressed its feelings that it would be unfair to
other stations, since they could not hope to compete with
this high-powered financing; furthermore, listeners in
the West would be excluded from the benefits.

This group

advocated a tax on receivers, to be collected by the manu
facturer, and to be distributed among all stations.

The

Producing Managers* Association also had objections:
first, that the managers must get a cut of the money if
the artists received payment; and secondly, that it was
not fair to subsidize one station our; of the
nation.

in the

The National Association of Broadcasters, as an

alternate plan, attempted to set up a fund of $ 500,000 to
get artists to broadcast on small stations.

They esti

mated, however, that it would require from $100,OuO to
$200,000 to sustain a twice-a-week series by artists of
note.^

Under such a barrage of pressure, the Music Fund

Committee disbanded, and the contributions were returned.1”
No solution to the problem had appeared by the time*
l
i
O
oo
‘-‘"New fork Tiroes, Feb. 24, 1924, sec. vii.i, p. 15.
^ Ibid., Peb. 21, 1924, p. 15.
Oil
Banning, The NEAP Experiment, p. 191.
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of the first Victor program with John McCormack and Lu
cre zia Bori.

As noted earlier, McCormack stated after

the broadcast that he would never appear on radio again.
The only reason for this single exception, he declared,
was that those who could never hear him in the concert
hall— cripples and elderly people-— would have at least
one opportunity to do so.

25

In the fall of 1525 when

Atwater Kent began to pay artists to perform on its pro
grams, McCormack denied having refused to broadcast, say
ing that he had been so delighted with his first air re* cLo
cital that he wanted to try it again.
Analysts and observers disagreed as to the effects
of the new medium on the other entertainment fields.

An

early statement by J. C. .Rosenthal of A3CAP made the
front page of the Hew York Times:
rious.

"The situation is se

Radio is affecting the sales of sheet music and

of phonograph records.

The radio sets are placed on top

of phonographs which are never opened any more."1"'

Lome

visible effects of radio on the phonograph industry ap
peared late in 1924.

Sales of the Victor Talking Machine

Company, which had been poor all ye ar, experienced no pre
25
“‘-'New York Times, J an. 5, 1925, p . 14.

p . 1.

•

1923,

Q
1—1

‘"'Ibid., Mar. 22,

*

‘“^’ibid., Oct. 10, 19:25, P
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Christmas upturn, despite unprecedented levels of adver
tising.

The Radio Corporation of America, which manu

factured radios, on the other hand, doubled its profits
28
of the previous year during the same p e r i o d . Y e t

the

phonograph industry refused to admit that a crisis ex
isted,

Spokesmen for the industry insisted that condi

tions had never been better.

Eldridge Johnson, president

of the Victor Talking Machine Company, stated in October
1924:

"The radio is not a Victor competitor nor a sub-

stitute for talking machines."

29

Representatives for

the Music Industries Chamber of Commerce declared that
radio was "a very good thing" for the phonograph and mu
sic industry:
. . . Radio has more than made up for any loss by
stimulating the sale of records. Persons hear tunes
broadcast and call up the record store for this mel
ody in record form. 30
These words seemed to receive striking confirma
tion in January 1925 following the McCormack-Bori broad
cast, when orders poured into record stores for a record
ing of "All Alone" by McCormack.

Announcement of the im

pending release of this disc had been made on the January *
9
2
2uGelatt, The fabulous Phonograph, p. 224.
29ibid,, p.

217 .

9^hew York Times, June 4, 1924, p. 24.

52
1 program on which it was the last number. 51

Hugo

Gernsback, editor of Radio Hews, estimated that orders
for this record exceeded
broadcast.

52

150,000

within a week of the

The New York Times reported on January 18

that sales of both radios and phonographs had increased
as a result of radio appearances by artists of this stature.35
But this apparent upturn proved to be only tem
porary.

In spite of the optimism expressed by officials

of the phonograph companies, the health of their product
gave them some cause for alarm.

The phonograph, which

had improved little in sound reproduction since its ear
liest days,^

faced oblivion at the hands of radio, which,

for all its technical inadequacies, gave a quality of
35
sound that the phonograph could not approach. ^

In a be

lated attempt to offset disaster, Victor developed the
"Orthophonic" or electrical recording system, which was5
2
^ New York Times, Jan. 18, 1925, sec. viii, p. 13.
52Ibid., Jan. 7, 1925, p. 28. RCA advanced +13
points and Bosch Magneto +15 7/8. Ibid., Jan. 3, 1925,
P -5 1 8 .
^ Ibid., Jan. 18, 1925, sec. viii, p. 13.
^ u vlaraniss, "The Dog Has Nine Lives," Annals, 9*
^Qelatt, The Fabulous Phonograph, p. 218. Thomas
A. Edison, a pioneer in the phonograph industry, felt that
the radio had no future:
"Undistorted music in time will
sound strange to those brought up on radio music and they
will not like the real thing." "Thomas A. Edison Sees a
Menace for Music in the Radio," The Musician, January
1927, p. 12.
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the "tonal equal of the finest radios of the d a y . I n
1926, John G. Payne of the Victor Company, speaking be
fore a Congressional copyright committee, declared that
radio had aided the phonograph immensely.

"We are work

ing overtime and nights in an effort to fill all the or
ders ." 99
Those who made and sold musical instruments felt
the effects of radio in varying degrees.

According to

the New York Times in March 1924, piano sales had dropped
because people preferred to buy the new "perfected ra
dios."

In 1925, George C. Poster, president of the

American Piano Company, showed optimism in his statement
that radio had increased the desire of Americans to lis
ten to music at home, "which leads directly to the
thought of a piano."98 Sales of smaller instruments, par
ticularly saxophones, banjos, and mandolins, had risen
59
because of their extensive use on the air. y
After considering the effects of radio on the ar^Maraniss,

"The Dog Has Nine Lives," Anna l s , 9.

" h e w York Times, May 2, 1926, sec. ix, p. 21.
Victor hacTTts feet lrTboth camps.
In 1925 the company
announced that it would shortly begin to build radio re*1OjU
OR
ceivers.
Ibid. , Apr. 25, ±
.J, p- 25
7,R
Ibid., March 26, 1925, P* 21
59Ibid., March 25, 1924, sec •

54

tists, the economic structure of the music industry, and
on radio's competitors, the impact of the new industry on
the general public should be considered.

Many people

shared the optimism of Percy A. Scholes (see p. 42) for
the musical opportunities afforded by the new medium.
Dr. Alfred N, Goldsmith, in his introduction to Scholes*
hook, declared:
Until the era of radio broadcasting, the public had
been largely deprived of the possibility of enjoying
every type of music, and of experiencing every sort
of musical response.
Great artists are not readily
available in small towns and are of course inacces
sible directly to the rural dweller. But radio has
changed all this. 40
Nicolai Sokoloff, conductor of the Cleveland Symphony Or
chestra, expressed his enthusiasm:
The only words I have for radio broadcasting are
words of praise.
. . . One of its greatest results and the one which
affects me more than any of the many others is that
it is educating the American public to appreciate
good music.
After only five years of broadcasting, the general
public is acquiring a working knowledge and appreci
ation of good music. 41
On the debit side, some critics of radio found that
the prevalence of jazz programs almost outweighed the bene°Alfred N, Goldsmith, foreword to Percy A.
Scholes, Everybody's Guide to Radio Music (New York:
ford University Press,
", p . x,

Ox

^ New York Times, Sept. 12, 1926, sec. xi, p. 2.
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fits of good music.

An editorial writer in the New York

Times expressed outrage that Americans should be forced
to listen to "music done by people imported from the back
woods of Haiti":
Jazz is to real music exactly what most of the
"new poetry" so-called, is to real poetry. Both are
without structure and form essential to music and
poetry alike, and both are the products, not of in
novation, but of incompetents. 4-2
Jennie Irene Mix complained that the amount of good mu
sic was "insignificant in quantity when compared with the
cheap and tawdry stuff that is sent out over the air."

4-5

But an optimistic note appeared in the results of a sur
vey of radio program preferences made by WJZ early in
1925.

According to 4-,000 respondents, classical music

was 55 per cent more popular than jazz.

4-4-

But it remained for Walter Damrosch, soon to be
come the most acclaimed personage in the radio industry,
to sum up the state of music on radio at the end of 1926:
I can see no reason why the greater part of them
/""the American people_7 should not be made to under
stand this most beautiful language of emotions—
mu.si c .*
5
4

^ New York Times, Oc-ts 8, 1924-, p. 18,
4 5 Mix, "How the Radio Public Should Be Pleased,"
p. 457.

^ N e w York Times, Peb. 21, 1926, sec. viii, p. 17.
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What is true of New York is true of every city,
town, and village in our country. Radio offers such
opportunities and can reach so far beyond the limits
of the concert hall that I am overcome with the mar
velous possibilities. 45

^ New York Times, Oct. 24, 1926, p. 22.

CHAPTER IV
SERIOUS MUSIC ON RADIO BETWEEN 1926-1951
1926-1927
On November 15, 1926, the new National Broadcast
ing Company inaugurated its services with a four-hour
gala program from 8:00 P.M. to midnight, originating in
various parts of the country and carried over twentythree stations.

Company officials and 500 invited guests

assembled in the grand ballroom of the Waldorf-Astoria
Hotel in New York to hear the New York Symphony conducted
by Walter Damrosch, the Goldman Band, the New York Ora
torio Society, the WEAF Grand and Light Opera companies,
Titta Ruffo, Metropolitan Opera baritone, and Harold
Bauer, concert pianist.'*'

To demonstrate the possibilities

of network broadcasting, the engineers switched to a the
ater dressing room in Independence, Kansas, where Will
Rogers gave a humorous monologue; and then to the Chicago
apartment of Mary Garden, famous soprano of the Chicago
^New York Times, Nov. 15, 1926, p. 17* Harold
Bauer, who was coming to the United States by ship, was
rushed from the ship to the ballroom in time for the
program.
Ibid.,, Nov. 16, 1926, p. 22.
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Opera, who presented a short recital.

While she was

singing "Annie Laurie," "Open Thy Blue Byes," and "My
Little Grey Home in the West," NBC officials passed her
photograph around among the listeners in the ballroom
p
in New York.
The National Broadcasting Company consisted of
two networks:

the "Red," with programs originating from

WEAR',; and the "Blue," from WJZ.

This system, said Merlin

H. Aylesworth, president of the company, would "insure a
wide diversification of programs."''

The idea of chain

broadcasting was not new, but heretofore, only a small
number of stations, usually corporately associated with
a
either 'WEAR or WJZ,
had carried a few of their more im
portant programs to other areas of the country.

Nov; a

permanent network structure permitted regions outside
the metropolitan centers to hear programs supported by
large corporations and presenting the best talent avail
able, although it was still to be some time before net
work outlets reached the west coast.
On January 16, 1927, Samuel Insull, president of
^ New York Times, Nov. 16, 1926, p. 22.
5Ibid.
York:

^Gleason L. Archer, Big Business and Radio (New
American Historical Company, The., 1959), P • 288.
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the Chicago Opera Company, announced that NBC would
broadcast portions of operas from Chicago, to be carried
by telephone circuits to New York and relayed by network
from there.

5

An audience estimated at 10,000,000 heard

the first program— the third act of Faust— over twentyfour stations, the largest network to date.

Milton Cross,

WJZ announcer, served as master of ceremonies."'

So suc

cessful was this series that Brunswick, which had paid
for the first program, agreed to sponsor the broadcasts
7
on Friday evenings during the following opera season.'
The network for the Chicago Opera programs consisted of
the following stations:
WEAF
WJZ
WEE I
WBZ
WGY
WCSH
WCAE
KDKA
W JAR
WGrN
WLIB

New York
New York
Boston
Boston
Schenectady
Portland, Me.
Pittsburgh
Pittsburgh
Providence, R.I.
Chicago
Chicago

KYW
KSD
woe
WCCO
WSAI
WLIT
V/FI
WGR
WTAG
WTAM

Chicago
St. Louis
Davenport, Iowa
Minneapolis
Cincinnati
Philadelphia
Philadelphia
Buffalo
Worcester, Mass
Cleveland °

The new chains carried programs, formerly lim
ited to WEAF and WJZ,to new and expanded audiences.*
8
7
6
^New York Times, Jan. 16, 1927, sec. vii, p. 19•
6 Ibid., Jan. 29, 1927, p. 12.
7 Ibid.
8 Ibid., Jan. 3.6, 1927, sec. vii, p. 19. These
programs reached the West coast by short-wave transmis
sion.
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These included such established favorites as the Gapitcl
Theater concerts and the Atwater Kent Hour on Sunday
Q
nights,' the Boston Symphony and the Hew York Symphony on
Saturday nights, and the WSAF Grand Opera Company, now
10
renamed the National Grand Opera Company."

The opera

company, "in a continuing attempt to popularize opera in
this country,"11 again presented throughout the summer
months its series of "tabloid" versions of such works as
Bizet's The Pearl Fishers, Mozart's The Marriage of Fig
a r o , von Suppe's The Lovely Galatea, and Wagner's Lohen1?
p-;rin. ' Cesare Sodero, the conductor and director, an
nounced in September that they had adapted fifty grand
operas and thirty light operas to fit the sixty-minute
format, and that the task of adapting Lohengrin, for ex15
ample, had taken eleven days.*
2
0
1
^Harrison B. Summers, A Thirty Year H istory of
Progr ams Carrie d on Nations 1 Kadi o' Networks in theTTnited
State's, 1926-1936 (mimeographed, Ohio State University
Department of Speech, 1958), P* 71 0 M b e r t IS. Wier, ed., The Macmillan Encyclopedia
of Music and Musicians (New York: The Macmillan Company,
1936)1 p. 14957
,LlNew York Times, May 17, 1927, p. 32.
12Ibid., May 17, 1927, p. 32; July 24, 1927, p. 14;
Sept. 4, 1927, sec. viii, p. 11.

15Ibid., Sept. 4, 1927, sec. viii, p. II*
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During July and August 1927, radio brought to seri
ous music lovers the concerts of the New York Philhar
monic Orchestra from Lewisohn Stadium with such distin
guished conductors as Willem Van Kcogstraten, Frederick
Stock, and Pierre Monteux, over a network stretching from
New York to St. Louis, consisting of WJZ, WBZ, WBZA, KDKA,
KYW, WE3H, WJR, and KSD.

The concerts featured such works

as "Don Juan" by Richard Strauss, "Afternoon of a Faun"
by Claude Debussy,

"Polovetzian Dances" by Borodin, Sym

phony #40 by Mozart, Symphony #2 by Beethoven, and such
standards as Strauss waltzes.

14

1 92 7-1928
The popular success which followed the organiza
tion of the National Broadcasting Company led within a
year to the formation of a rival mat
-jor network— the Colum
bia Broadcasting System-~which opened on September 15,
1927, with WOR as its key station.1^

CBS inaugurated its

new services in a program of concert music at 5:00 P.M.
on which Howard Barlow conducted the Columbia Symphony Or
chestra in the following works:
^ New York T imes, July 5, 1927, P* IS; July 24,
1927, P . P+T Aug. T l I 927 , sec . vii, p . 9.

IS

^Archer, Big Business and Radio, p. 510.
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Ballet Egyptien— Luigini
Woodland Sketches— McDowell
Dales from the Vienna Woods— Strauss
Later in the evening Barlow and the orchestra played ex
cerpts from Deems Taylor's new opera, The King's Henchman,
with soloists and chorus from the road company of the
opera.^

Taylor explained the story and read parts of the
19
libretto after introducing the principals in the cast. '
In its early days, CBS, unlike NBC, lacked strong

financial backing and could not afford to hire viell~estab18
lished artists.
In its first year, CBS relied for concert
music principally on the services of Howard Barlow and
the network's studio orchestra, the Columbia Symphony.
Some early serious music programs on CBS were:

the Sym

phonic Hour with Howard Barlow and the Columbia Symphony
Orchestra on Sundays from 3:00-4:00 P.M.— one of the first
radio programs ever to play complete symphonies; the Ca
thedral Hour with Barlow and the Columbia Symphony Orches
tra on Sundays from 4:00-5:00 P.M. with "religious music
planned to create (/~"the_7 atmosphere of various cathe
drals and places of worship, such as the Sistine Chapel,
l8
- S e r ious Music on the Columbia Broadcasting Syst eai: a Survey of Series’, So Xo lit s’, and':Spec laT "Te rYormances frbm~T^2i/r~through
"(New""York: ColuirTBoa Broad
casting System, 19391, p. 1*
^ S e w fork Times, Sept. 16, 1927, P* 32.
18

Archer, Big Business and Radio, p. 309.
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Byzantine Cathedral, and the like"; and the "Music Album
of Popular Classics" on Mondays from 10:00-11:00 P.M. with
Howard Barlow and the Columbia Symphony playing standard
orchestral classics.

These were all sustaining programs.

CBS also carried a few programs for which they secured
sponsors, such as the Famous Composers'Hour on Fridays
from 9:00-10:00 P.K., sponsored by the Kolster Radio Cor
poration, featuring Howard Barlow and the Columbia Sym
phony Orchestra playing music of "famous composers . . .
including Tchaikowsky, Sullivan, Verdi, Bizet, Dvorak,
Saint-Saens, and Elgar."

Two of the concerts in this se

ries introduced the works of American composers— Ethelbert Nevin, Charles Wakefield Cadman, and Edward McDowell
'
— with sketches of their lives and excerpts from their
letters.

Two other notable series were the Dodge Bro

thers program on Mondays from 9:00-10:00 P.M., and the
Columbia Phonograph Company program (once a month), both
of which featured Howard Barlow and the Columbia Symphony
Orchestra.

The latter program also utilized Columbia re

cording a rtists.^
The 1927/1928 season differed little from that of

19

" Serious Music on CBS, pp. 1-2. The Columbia
Broadcasting System was originally called the Columbia
Phonograph Broadcasting System, and the Columbia Sym
phony Orchestra was first called the United Symphony Or
chestra. F. Channon Collinge replaced. Barlow as con
ductor of the Cathedral Hour after April b, 1928. Ibid.
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1926/192'?.

A new program, the RCA Victor Hour, brought

to the microphone noted guest artists such as Amelita
Galli-Curci and Pablo Casals, both of whom made their ra
dio debut on this series.

A typical program in this se

ries, that of January 27, 1928, included the following:
Black Eyes
Estrellita
The Gypsy and the Bird
Adagio— Bach
Chanson Villageoise
Die Lotosblume— Schumann
Spanish Dance— Granados
pQ
Shadow Song, Dinorah— Meyerbeer
During the same season, NBC continued the Atwater Kent,
the Capitol Theater, the National Grand Opera,
Chicago Opera broadcasts.

21

and the

On November 4, 1928, NBC car

ried the opening of the Chicago opera season on its Blue
chain, which now extended to the West coast.

The first

presentation was La Traviata, and later broadcasts in22
eluded Aida and Richard Strauss' Sappho.*
2
u New York Times, Jan. 22, 1928, sec. ix, p. 14.
pi
The National Grand Opera season broadcast cap
sule versions of Bellini's Norma (New York Times, April
22, 1928, sec. x, p. 15); VerdiTs Forza deT Destino
(ibid., Jan. 18, 1928, p. 28); Goun od's''T a u s F T i^TcC ♦ ,
Jan. 22, 1928, p. 14); Donizetti's L'Elisire d'Amore
(ibid. , Feb. 5, 1928, sec. ix, p. lF)”. There were.39 in
a X I ^ b y 25 different composers. All were in the origi
nal language except Martha, which was sung in Italian:
22 in Italian, 9 in French, 4 in German, 4 in English;
ibid., July 8, lp28, sec. viii, p. 5*
22

Ibid., Oct. 26, 1927, p. 27.
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Other orchestral programs appeared locally and
on the networks during this period.

On Saturday nights

at 8:00 the National Symphony Orchestra under Walter
S7)
Damrosch played over the Blue chain. " On Thursday even
ings, WOE broadcast the regular subscription concerts of
the New York Philharmonic.

On the first of these, Sir

Thomas Beecham, "one of the greatest enemies of music on
pn.
the radio," made his broadcasting debut.
Another sig
nificant "first" occurred on the same program— a "young
Russian pianist made his American debut"— Vladimir Horo
witz.

The program included:

Piano Concerto— Tchaikovsky (excerpts)
Overture to Peseo— Handel
Musette from PaTEhfnl Shepherd— Handel
Bourree from Rodrigo--Handel
A Walk to the Paradise Garden— Delius
Symphonic Poem, "Tasso"— Liszt 25
The New York Times reported that Beecham led the PhilharOCL
manic "with vigor ana Rooseveltian f o r c e . L a t e r in
the same series, Arturo Toscanini conducted three con
certs, which included the following:

2^Hew York Times, Oct. 26, 1927, p. 27.
Oh
Ibid., Jan. 12, 1928, p. 30. Beecham, long a
vigorous opponent of radio, had signed a contract to con
duct the Philharmonic; he did not learn until later that
the concerts were to be broadcast *
25Ibid., Jan. 12, 1928, p. 30
pc;
°Ibid., Jan. 13, 1928, p. 28
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Program No. 1:
Symphony y-2— Brahms
Enigma Variations— Elgar
Pastoral d'Ete— Honegger
The Four Seasons— Vivaldi (first performance in
America) 28
Program N o . 2:
Hondo Harlequinese— Busoni
Haffner Symphony— Mozart
Daphnis and Chloe— Ravel
Symphony in B— Borodin 29
Program No. 5 :
Concerto in A for Violin, Strings and Organ—
Vivaldi
Overture to Anacreon— Cherubini^0
The Boston Symphony, formerly heard over VJZ on
Saturday nights, continued to be broadcast locally by WBZ
and WBZA in the Boston area, but was not heard on the net-

Chamber music programs began to appear with some
regularity on the networks during this period.

Columbia

scheduled "At Home with the Masters" with the Court String
Quartet for Fridays, 10:50-11:00 P.M.'^

The NBC Blue car

ried the thirty-minute Ampico "Hour of Music" on Thurs
day evenings and occasionally presented the Ampico String
xx
Quartet.^
28
ix, o . 14
^ Ibid., March 18, 1928, sec.
s
x, p. 18.
-^Ibid. , Jan. 15, 1928, p. 16
-'""Serious Music on CBS, p.
York Times , Apr, 22, 1928, sec. x, p. 15*
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From its earliest years, I’adio appeared to offer
an ideal medium for the teaching of various subjects,
especially music.

Before the advent of the networks,

courses had been offered locally, as for example the
Kansas State College series (see p. 28).

The Hartford

(Conn.) school system, which for several years had spon
sored a course in music appreciation over WTIC for an es
timated
1928.

23,000

children, expanded the series in 1927/

Hunter College, which had begun the Lewisohn music

appreciation concerts in 1924 (see p. 28) over WEAF an
nounced its 1927/1928 programs of chamber music by the
•Beliefson Brio.

On another series, conducted by New York

University and broadcast over WON, Marion Bauer gave eight
talks on "How Music Grew in America.
But the full potential of music education by radio
did not achieve national recognition until the spring of
1927 when Walter Damrosch, conductor of the New York Sym
phony, announced his intention to retire from active con
cert-hall conducting to devote himself to educational raaio concerts for young people.

36

Although his programs

were originally scheduled to begin late in 1927, the
2^ hew York Times, Oct. 26, 1927, p. 24.
-^Ibid., Nov. 9, 1927, p. 22.
2(olbid., May 1, 1927, sec. ix, p. 19; May 13,
1927, p. 27.
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first of these did not reach the air until January 28,
1928, at 8:00 P.M. over the Blue network.

Damrosch con

ducted and commented on the following selections:
March from Symphony "Leonore”— Raff
Moment Music a],e— Schubert
Flight of the Bumble Bee— Rimsky-Korsakov
Polonaise for Strings— Beethoven
Saint Francis— Liszt
Emperor Waltz— Strauss
This evening broadcast served as a successful "test" pro
gram to demonstrate to teachers and principals what would
be done in the series.

'

Damrosch gave the first school program on February
10 at 11:00 A.M.

Planned for the elementary grades, it

included:
Overture, "Semiramis"— Rossini (Damrosch explained
the percussion section of the orchestra}
Romanza, Symphony #4-— Schumann
Entrance of the Little Fauns--Pierne
Marche Militaire— Schubert "58
On the second program a week later, Damrosch played and
explained music chosen to interest high-school and col
lege students.
Reaction to the programs was immediate and enthu
siastic.

Many schools had arranged to have radios in-*
8
3

^ N e w York Times, Jan. 7, 1928, p. 1; Jan, 22,
1928, p.
38 Ibid., Feb. 5, 1928, sec. ix, p. 15
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stalled to receive the broadcasts, and teachers required
children to take notes and hand them in as part of the
course., J

In response to the excitement generated by the

three trial broadcasts, NBC announced that it would
schedule a series of twenty-four music appreciation pro
grams over the Blue network for the following season, be
ginning on October 26, 1928.

Damrosch, conducting an or

chestra made up of musicians from the New York Symphony
1±q
and the Philharmonic, would comment on the music.
Although sponsored programs customarily disap
peared from the air during the summer months, lovers of
serious music in 1928 found good listening in the sustain
ing programs of the networks.

WJZ and the Blue network

carried the Lewisohn Stadium concerts of T;he New York Phil
harmonic on Tuesday nights starting on July 7 and continu
ing through August, with Van Hoogstraten, Albert Coates,
and Bernardino Holinari as conductors.

Later in July,

WEAP and the Red network began to carry the Saturday even^Sditorial, The _Musician, March 1928, p. 13. Sta
tions carrying the original series of Damrosch concerts
were: WJZ, WTIC, WTAG, WCSH, W3C, ICSD, WCCQ, WOC, WHO,
WOW, W M F , WHAS, WSM, WBAL, WHAM, KDKA, VLW, WJR, KOIW,
WMC, 7/EI. New York Times, Peb. 10, 1928, p. 17.
^ New York Times, Apr. 19, 1928, p. 29.
^ Ibid., May 20, 1928, sec. ix, p. 18.

?0
mg

concerts of the same orchestra.

works neglect opera lovers:

42

Nor did the net

to balance the National

Grand Opera Company under Cesare Sodero, a long-time NBC
favorite, CBS organized the United Opera Company, which
broadcast condensed versions of opera on Friday nights
from 10:00-11:00, starting on June 1,5.

Howard Barlow and

the Columbia Symphony Orchestra with chorus and soloists
performed such works as Cavalieria Rusticana, Fagliacci,
La Gioconda, and Per Freischutz. -

Another opera series

began on June 6 when the Kolster Radio Hour changed its
format from "pops" concert music, and presented a series
including The Grand Duchess of Gerolstein, Martha, and
The Yeoman of the Guard, conducted by F. Channon Collinge
44
on Wednesdays from 10:00-11:00 P.M.

1920-1929
With each new season the number of symphonic and
operatic programs on the air increased.

Opera continued

to hold the favor of radio audiences, with the Chicago
Opera, the National Grand Opera Company, and the United
Grand Opera Company all heard weekly.

As in past seasons,

the Blue network of NBC carried one hour of each WednesZ|'^New York Times, May 20, 1928, sec. ix, p. 18.
^ S e rious Music on C B S , p. 2.
Ibid., p. 5.
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day night*s performance by the Chicago Opera Company beginning at 10:00 P.M. Eastern Standard Time.

Cesare

Sodero’s National Grand Opera Company broadcast from
NBC's New York studios on the Red network on Monday evenh(Z
ings at 10:50;
the United Grand Opera Company, from CBS,
Friday nights at 1 0 : 0 0 . ^

The refusal of Metropolitan

Opera officials to permit broadcasts persisted, despite
the increasing popularity of opera programs on radio.
At the same time the networks were offering a num
ber of variety programs with big-name stars, mixing seri
ous music with lighter works.

The Atwater Kent Hour, old

est program of this type, was still carried by the Red
network on Sundays at 9:15 P.M.

4-8

There were a number of

others of the same type:
The Philco program, NBC Blue, Friday, 9:30 P.K., with
Jessica Dragonette, soprano ^9
The Lehigh Coal Company program, NBC lied, Sundays,
7:00 P.M. Reinald Werrenrath, baritone, commen
tary on music and composers.
Usually offered
works by semi-classical composers such as Frirnl,
Herbert, and Franz Lehar 50
^ N e w York Times, July 30, 1923, p. 20.
46 Ibid., Sept. 23, 1928, sec. ix,

p

.

13.

^ I b i d . , Oct. 7, 1928, sec. ix, p. 16.
4-8Summers,
o
A Thirty Year History of Radio Programs,
p. 11.
49 Ibid.
50 New jfork Times, Sept. 16, 1928, sec. xii, p. 8.
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the Palmolive Hour, NBC Red, Wednesdays, 9 *
‘30 P.M.,
with Paul Oliver and Olive Palmer--light opera
and semi-classics 51
'The Firestone program, NBC Red, Mondays at 8:00 P.H.
with celebrated guest artists 52
Another type of program popular at this time fea
tured the big motion-picture theater organs of the day.
Jesse Crawford, Dick Liebert, Ann Leaf, and Lew White
all became household names in the late 1920's and early
1930's.

Lew White's programs included such music as

"Heart Wounds," "The Last Spring," "William Tell Over
ture," "0 Promise Me," "Musical Snuff Box," and "Liebestraum.
Chamber music, on the other hand, received only
scant attention in the 1928/1929 season.
the Schubert Stri

CBS broadcast

^ Quartet on Sundays from 1:45 to 2:15

P.M., playing standard repertoire music.

The French Trio,

made up of harp, violin, and flute, began weekly programs
over CBS on January 13, 1929, on Sundays from 5:00 to
5:30 F .M .^
Orchestral programs during this season showed that
^ Hew York Times, Nov. 11, 1928, sec. xi, p. 10.
-^Summers, A Thirty Year History of Radio Programs,
p . 11.
^ New York Times, Sept. 23, 1928, sec. ix, p. 13;
Oct. 7, 19 2’8', *iec. ix, p. 16.
-^Serious Music on C B S , p. 5*
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the symphonic repertoire used on the air was expanding
to some degree.

The Columbia Symphony Orchestra included

the following works in three successive Sunday broadcasts:
Violin Concerto— J. S. Bach
Selections from Cosi Fan Tutte— Mozart
International Suite— Tchaikovsky
Music from Die Wfilkure— Wagner
Overture , Her r ^ Y i v e s of Windsor— Nicolai
Scheherazade— Bimsky-Iforsakov
The White Peacock— Griffes 35
Another studio orchestra, the National Symphony, played
on the Red network on Saturdays at 8:00 F.M., conducted
by Darrosch.

The following is a typical broadcast:

Allegro from Symphony #3— Beethoven
Serenade— Lecombe
Melody in P— Rubinstein
Thunder and Lightning— Strauss
eg
Selections from Damnation of Faust— Berlioz-9J
The Roxy Symphony Orchestra under Erno Rapee (formerly
the Capitol Theater Hour) appeared on Sundays at 2:00 P.M.
on NBC Blue.

Samples of several programs follow:

Selections, Bartered Bride— Smetana
Bell Symphony— Haydn
Capriceio Bscugnol— Rimsky-Korsakov
Portions of Symphony #5— Beethoven
Symphony #9— Beethoven (cut to fit hour format)
Jungle Dance— Rapee 57

-^New York Times, Sept. 23,
Oct. 7, l*J2b, sec. ix, p. 1G; Oct.

ix, p. 16.
d*

16; Jan. 13

". 8; Nov. 4,
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Semi-weelcly concerts by the Curtis Institute Symphony Or
chestra were heard over CBS on Tuesdays at 10:00 P.M.
SB
and Wednesdays from 4:00 to 4:45 P.M.
During this season, a number of major orchestras
broadcast regionally but not on a national network.

The

Rochester Philharmonic Symphony broadcast from the East
man Theater over a regional chain consisting of WGY, WHAM
and WFBI.

Eugene Goossens conducted, and Guy Fraser
5Q
Harrison, assistant conductor, explained the music.
The

Chicago Symphony Orchestra, conducted by Frederick Stock,
played a series of concerts on WGN, WLS, and a network
of midwestern stations.^

In Minneapolis, WCCO ran a se

ries of twenty of the regular Sunday night concerts of
the Minneapolis Symphony, conducted by Henry Verbrugghen,
the noted Belgian violinist who had been permanent conduc
tor of that orchestra since 1925.

Fifteen of the regu

lar Sunday afternoon subscription concerts of the New
York Philharmonic, with Toscanini, Mengelberg, Beecham,
•^New York T imes, Jan. 15, 1929, sec. viii, p. 17;
Serious Music on" C B S , p . 4.
^ New York Times, Dec. 6, 1928, p. 40.
Bruce Linton, "A History of Chicago Radio Sta
tion Programming, 1921-1951, with Emphasis on Stations
WMAQ and WGN" (Ph.D. dissertation, Northwestern Univer
sity, 1955), p. 60.
Standard Oil of Indiana sponsored
the programs.
k-^-New York Times, Oct. 21, 1928, sec. x, p. 17.
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and Damrosch as conductors, were heard over WOE but not
over the network.
The first full season of Damrosch school broad
casts began on October 26, 1928.

The series consisted of

twenty-four one-hour broadcasts on Friday mornings, di
vided into two courses:

one at 11:00 A.M. designed for

elementary students; the second at 11:30 for high school
and college students.

Damrosch wisely selected a number

of leading American educators to act in an advisory and
63
cooperative capacity for the series. •

The concerts

reached students in every state east of the Rockies, car
ried by the following stations:
WJS
WBZA
WBZ
WBAL
WHAM
V/LW

New York
Boston
Springfield
Baltimore
Rochester
Cincinnati

KWK
WOW
KDKA
WCC'O
WFAA
HPRC

St. Louis
Omaha
Pittsburgh
Minneapolis
Dallas
Houston

62 New York Times, Oct. 7, 1928, sec. ix, p. 20.
63 Some of these were: Edgar Gordon of the Univer
sity of Wisconsin, and George 0. Bowen of Tulsa, Okla
homa— both past presidents of the Music Supervisors' Na
tional Conference; John A. O'Shea, director of music in
the Boston Public Schools; Joseph A. Maddy, organizer of
the National High School Orchestra and the National Music
Camp at Interlochen, Michigan; and city .,chool superin
tendents from Baltimore, Atlanta, Des Moines, and Washing
ton, D.C.; and many local music educators from the entire
nation.
"Radio Educational Concerts," School and Society
Oct. 20, 1928, pp. 721-722.
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un a t
WHA3
WSM
W JR
W SB
WBT
V/MC

San Antonio
Louisville
Nashville
Detroit
Atlanta
Charlotte
Memphis

#t w-i.*

KOA
WOC
WHO
WDAF
WEC
KYW

Denver
Davenport, Iowa
Des Moines
Kansas City
Washington, D.C
(11:50-12:00)
Chicago 64

Schools across the nation made elaborate preparations
66
the reception of these broadcasts. v The first cone t,
"My Musical Family," was as follows:
Scherzo, Symphony #5— Glazounov
March, "Leonore" Symphony— Raff
Overture, Der Freischutz— von Weber
Spring Song— Mendelssohn
Rakoczy March— Berlioz 66
In ensuing programs, Damrosch spoke on
(the overture), "Fairies in Music,"

'The Magic Boor"

Nature in Music,"

and "Animals in Music,"^7 introducing such works as:
Prelude to "The Deluge"- -Saint-Saens
William Tell Overture-- .ossini
Sgmont Overture— Beet oven
Le Roi d*Ys Overtur --Lalo
Excerpts from " ..er Gynt"— Grieg
Largo, Nev/ Wor.-d Symphony— :Dvorak
Aragonaise.
armen— Bizet 69*
6
^ N ew York Times, Oct. 26, 1928, p. 18; "Fine Mu
sic for AlT~Schools,11 Journal of the National Education
Association, XVII (October 19£S),~ul2.
w New York Times, Oct. 26, 1926, p. 18; Sept. 25,
1928, sec. ix, p. 15.
66Ibid., Oct. 21, 1928, sec. x, p. 17.
67 Ibid

• i Oct. 7, 1928, sec. ix, p.

68 Th-i

• J Nov. 11, 1928

m

U.

V jU

69 Ibid

sec. xi, p

• 5 Dec. 9, 1928, sec. x i , p. 20.
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Swan, "Carnival of the Animals"— Saint-Saens
Pizzicato, "Sylvia"— Delibes
excerpts from Lohengrin— Wagner
Polonaise for Strings— Beethoven1
'
Letters poured in from all over the country in a
flood of support which was to continue for years, assur
ing NBC officials that the Bamrosch program filled a
genuine need.""1

It was estimated that more than three

million school children listened to the weekly broadcasts
72
during the first year.'
Just what part did serious music play in the broad
casting industry in 1928/1929?

In January 1929, NBC re

leased the results of a survey on music programming, made
in the fall of 1928:
Classical music, or music that has the stamp of
the most austere musical educator, takes up 28 yo of
program time. This group includes soloists, chamber
music, symphony orchestras, salon orchestras, and
many short concerts by small instrumental groups fea
turing the best known and most appealing selections
of the better music.7$
Six months later, a similar survey by the same agency
showed an increase of 5 per cent in programs of serious
music.

An official of NBC stated in this regard:

^ N e w York Times, Jan. 27, 1929, sec. viii, p. 18.
91
'"Ibid., Nov. '+, 1928, sec. x, p. 19.
72Ibid., Apr. 20, 1929 > p. 15.
7 5Ibid., Jan. 15, 1929 , sec . viii, p. 17.
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Time devoted to operas, chamber music, concert or
chestras, vocal and instrumental solos and other of
ferings generally referred to as "classical" totals
33 per cent, compared with 4-3 per cent for popular
music. 74The same NBC official declared, however, that the amount
of serious music on the air would decrease during the sum
mer because broadcasters believed that people generally
75
preferred lighter music during the summer.'-'
Nevertheless, summer schedules in 1929 continued
to carry some serious music programs.

The Thursday and

Sunday Philharmonic concerts from Lewisohn Stadium moved
to WOR after several years on WJZ.

76

Roxy's concert or

chestra program continued in its year-round time of 2:00
P.H. on Sundays over the Blue network.

77
'

A new program,

the broadcast over CBS of the Buffalo Civic Symphony from
July 18 to August 27 included guest artists of promi
nence.^8

An old standby, the National Grand Opera Com

pany under Cesare Sodero was heard on Wednesdays at 10:30
79
P.H. on NBC Red, while on Thursdays and Fridays, CBS pre^ New York Times, July 7, 1929, sec. ix, p. 15"Jazz on the Radio Gets More Time."
75Ibid.
78 Ibid., June 23, 1929, sec. ix, p. 19. The pro
gram was later moved to Tuesday night because of a Thurs
day night conflict with the Marmon Motor Car program.
Ibid., June 27, 1929, p. 28.
77Ibid., June 23, 1929, sec. x, p. .19•
7^Serious Music on C B S , p . 3.
79flew York Times, Aug. 18, 1929, sec. ix, p. 16.
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sexited "Light Opera Gems" with soloists and orchestral
selections conducted by F. Channon Collinge.°°
1929-1930
The fall of 1929 was notable in the history of
broadcasting for the number of new programs of serious
music as well as the return of old, established ones.
Late in the summer, the Philadelphia Orchestra signed a
contract with the Red network for three concerts— October
6, November 3, and December 8.

Sponsored by Philco, Leo

pold Stokowski conducted the programs which were broad
cast from the auditorium of the Academy of Music in
Philadelphia.

Stokowski, who had long refused to broad

cast because of his objections to the technical inadequa
cies of radio, now decided that broadcast techniques had
improved in quality so that symphonic music could be sent
out over the air without distortion.

Furthermore, having

decided to take this step, Stokowski undertook the study
radio and sound engineering at the NBC laboratories in
order that he might make the technical qualities of his
AT
broadcasts as perfect as possible. ' He showed equal con
cern for the quality of music selected for his broadcasts,
firmly supporting the playing of contemporary works and
refusing to compromise with those who questioned the au-

'"^Serious Music on CBS, p. 4.
°^New York Times, Nov. 9, 1929, p. 32.

dience's understanding of these works:
V/e want to make our programs representative of the
best music of all times and countries.
If you don't
like such music, say so, and v/e won't play any more 0
radio concerts, for I will not play "popular" music.
The three programs included the following:
Chorale, "we All Believe in One God"— Bach-Stokowski
Symphony #40— Mozart
Overture and Bacchanale, Tannhauser— Wagner
Polovetzian Dances, Prince Igor-— Borodin
Hite of Spring— Stravinsky
Russian Easter Overture — Rimsky-Korsakov
Hungarian Dance— Berlioz
Symphony in D— Franck
Nocturne, Fetes— Debussy8*
His stand on contemporary music, such as the Stravinsky
work, later led him into heated controversy with the more
conservative Walter Damrosch about the value of such music
on the air.
One of the new CBS programs in the fall of 1929,
sponsored by the Gulbransen Piano Company, featured Henry
Hadley and instrumentalists from the New York Philharmonic
in standard orchestral works. ^

Hadley also conducted the

Manhattan Symphony on Saturdays at 9:00 P.M. on WOR from
the Mecca Temple in New York City.

Programs in this series

included:
'"■"'"New York Times , Oct. 7, 1929, p. 22.
p . 22; Oct. 6,
°5Ibid., Dec. 8, 1929, sec. x, i
sec. x, p. 19.

'^Ibid., Oct. 6, 1929, sec. x,
1929, sec. x, p. 21.
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An American in Paris— Gershwin
Symphony #1— Kalinnikov
The Swan of Tuonela— Sibelius
Prelude and Fugue in C — Bach-Albert^
Another newcomer, the General Electric concert, showed
the changing trend from the use of excerpts of major works
to that of playing complete symphonies on the air.

Walter

Damrcsch, who conducted a symphony orchestra for this se
ries on the Bed network on Saturdays at 9:00 P.M., an
nounced that he would perform six complete symphonies dur
ing the series:

one each of Beethoven, Tchaikovsky, Haydn,

Mozart, Brahms, and Glazounov.

He stated further:

I have refrained from giving too large doses of any
one work and included only portions of symphonies in
my programs.
Nov;, however, I am convinced that the
radio listener is as eager and capable of enjoying the
same musical fare as regular concert hall audiences. 86
Two other programs in the series included:
Overture to The Secret of Suzanne— Wolf-Ferrari
Selections from "Petite Suite1'— Debussy
Unfinished Symphony— Schubert
Summer Night on the River— Delius
Italian Caprice--Tchaikovsky
CBS carried the semi-weekly concerts from the Cur
tis Institute in Philadelphia, both symphonic and chamber
music, 'Wednesdays from 4:00 to 4:45 B.M. and Fridays from
°^New York Times, Oct. 20, 1929, sec. x, p. 16;
Nov. 10, 1929,"sec. ~xi,~ p. 9.
b6Ib.id., Oct. 6, 1929, sec. x, p. 14.
b 1Ibid., Oct. 6, 1929, sec. x,pp. 14, 16; Sept. 22,
sec. xii, p. 14.
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RS
10:30 to 11:00 P.M.

The Rochester Philharmonic, which

had previously appeared over a regional network, now began broadcasting on NBC's nation-wide Blue network on
Wednesdays at 10:JO, originating from WHAM in Rochester.
Guy Fraser Harrison conducted these concerts, sponsored
go
by Stromberg-Carlson. ' Another network concert was the
long-lived Roxy Concert Hour over NBC Blue on Sundays at
2:00 P.M.90
Other symphony orchestras were heard locally or re
gionally, such as the Minneapolis Symphony, which broad
en
cast over WCCO;' and the second season of the Chicago
Symphony Orchestra on Saturdays from 2:00 to 3:00 PAH. on
WGN from the Cathedral Studios in the tower of the Capi
tol Building.^

The New York Philharmonic continued its

local broadcasts of the Sunday afternoon subscription
QX
concerts over .7OR. ^
During the 1929/1930 season, several new sponsored
music programs appeared on the air, and a number of the
old ones continued with undiminished popularity.

The Gen

°^Serious Music on C B S , p. 6.
^ New York Times, Oct. 6, 1929, sec. x, p.. 14.
Surnrners, A Thirty Year History of Radio Music,
p. 15.
^ Chicago Daily News, Oct. 19, 1929, p. 26.
"""'Ib i d . , p. 25 .
0 7,
^ N e w York Times, Oct. 9, 1929, sec. x, p. 17 .
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eral Motors Company sponsored a program of light concert
.
ch
orusic on the Red networks on Mondays at 9:3© P.M." Also
on the Red network, Mobiloil had a similar program with
O c:
Erno Rapee conducting on Wednesdays at 8:00 P . M . T h e
longest-lived program of this type— the Atwater Kent
Hour, continued its policy of bringing well-known opera
and concert stars to the air.

A special feature of the

1929/19.30 series was the guest appearance from week to
week of noted symphonic conductors and such guest artists
as Reinald Werrenrath, Efrem Zimbalist, and Senta Biondo,
in popular and light-classical works. “
During the same period organ music retained its
popularity on the air.

Charles Goldthwaite performed in

a new series of recitals from the Skinner Organ Studios
in New York, featuring classical and semi-classical music

07

on the Red network on Saturdays at 5=45 P.M." The renowned
organ and choir of the Mormon Tabernacle in Salt Lake
^ N ew York Times, Sept. 22, 1929, sec. xii, p. 14.
""‘Ibid., Dec. 8, 1929, sec. x, p. 21.
"k'The list of guest conductors included:
Artur
po&anzky, Fritz Reiner, Willem Mengelberg, Van Hoogstraten,
Eugene Goossens, Enrique Fernandez-Arbos, and Artur Rodzinski. New York Times, Nov. 10, 1929, sec. xi, p. 12;
Oct. 20, 1929’
, sec. x, p. 21; Sept. 22, 1929, sec. xii,
p. 14.
"7 Ibld., Feb. 28, 193©, p. 30
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City, heard, locally for many years on KSL, began network
Ojg
oroadcasts over the Blue network on Mondays at 6:00 P.M.'"
The Cathedral Hour, a perennial favorite of serious re
ligious music, resumed its CBS engagement on Sundays at
4:00 F.M., sponsored this year by the Funeral Services of
a
•
99J
America.J

The radio opera season of 1929/1950 was inaugu
rated with the grand opening of the new $20,000,000,
forty-two story Chicago Opera House with one hour ox the
premiere performance of Aida.

Following the policy of

earlier seasons, one hour of a ’ eekly performance was
broadcast from the stage, this year using new equipment,
worth ^18,000, designed especially for this series.1"0
Several other opera highlights occurred during 1929/1930.
RCA sponsored two broadcasts of operas combining singers
and dramatic actors in Aida and Faust.

Soloists from the

Metropolitan Opera joined with actors and chorus in these
studio presentations, using English dialogue interspersed
with the arias, "so that the audience will not only be
able to understand what is sung but will also be able to
^ S u m m e r s , A Thirty Year History of Radio Programs,
p. 15.
'"'Serious Music on C B S , p. 5•
^ dev/ fork f i me s , Oct. 20, 1929, sec. x, p. 21;
Nov. 5, 1929’, sec".' x, p. 14.
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catch the atmosphere and swift movement of the melodramatic story."

Another important operatic event

took place on November 16, 1929, over WEAR and the Red
network:

the first performance of a Puccini opera over

the air.

Because of copyright restrictions, Puccini mu

sic had not been presented in radio performance to this
time.

Madame Butterfly, cut to one hour, was produced by

star's of the Metropolitan with Deems lay lor as narrator.
"Phis is exactly the way to do opera over the radio," ex
claimed Taylor at the opening.
ular."

102

"This will make opera pop-

Other operas announced in the series, spon

sored by the American Radiator Company and Standard Sani
tary Company, spread over a six-month period, were: Tosca,
Manon Lescaut, The Tryptich, Girl of the Golden West, and
La Boheme.^ ^
In this year, as in the preceding one, perhaps the
greatest news coverage was accorded the Damrosch. music
appreciation broadcasts, which began on October 11 and
were carried by fifty-six stations from New York west to

104-

Salt Lake City.'"'

Shortly before the opening of the se-

'l^ New Y 0rk Times, March 2, 1950, sec. ix, p. 15*
102Ibid., Nov. 17, 1929, p. 50.
^Ibid., Nov. 10, 1929, sec. xi, p. 9*
104' Instructor's Manual, Music Appreciation Hou r ,
1929-1950 (New York: National Broadcasting Company,
1929), n.p. This compared with twenty-seven stations car
rying the program the year before.
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ries, M. E. Aylesworth, president of NBC, announced that
on the basis of the previous year's success, NBC had
signed Damrosch for three more years— through 1932.
Damrosch and his advisors had prepared an Instructor's
Manual which contained complete programs for the year,
with suggestions on how to tune the radio, how to use the
music in the classroom, where to obtain music cn records,
and questions dealing with the course material.
were really four courses in the series:

There

A, grades 1-4;

B, grades 5-6; C, 7-8-9; and D, high school, college, and
music clubs.

The courses included such musical works as

the following:
Series A:
Air for G String— Bach
Molly on the Shore— Grainger
Chinese Dance, "Nutcracker"— Tchaikovsky
Xylophone Solo, The Fortune Teller— Victor Herbert;
Minuet of the Fly— C~zibulka
Series B:
Overture, Rienzi— Wagner
Andante, Symphony #1— Beethoven
Sospiri— Elgar
Finale. Symphony #4— Tchaikovsky
Series C :
Overture, Marriage of Figaro— Mozart
Egmont Overture— Beethoven
1st and 2nd movements, Symphony #40— Mozart
Phaeton— Saint-Saens

^ ^ New York Times, Sept. 15, 1929, sec. ix, p. 11.
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Series D:
Overture to Coriolanus— Beethoven
Excerpts from Daphnis and Chloe"— Ravel
Romeo and Juliet— Tchaikovsky ..,,Excerpts, Symp: ony #2— Brahms 1Ub
Summer pattern;

in 1950 followed a similar pat

tern to those of 1929.

WOE again carried the New York

Philharmonic concerts from Lewisohn Stadium on Tuesdays
and Thursdays with V n Hoogstraten conducting.
broadcast a series o

(

CBS

concerts by the Golumbia Symphony,

conducted by Howard Barlow on Sundays from 3:00 to 4:00
P.M., playing standard symphonic works.

Tosc'na Seidel,

violinist, appeared occasionally on the program as solo
ist.

Barlow and his musicians also appeared on CBS

on an irregular b?sis in "Grand Opera Miniatures," con
densed versions c

o p e r a s T h e

Philco Symphony Con

cert on CBS V/edn sdays from 10:00 to 11:00 P.M. featured
the same orchestra with guest soloists.

This program,

which had begun in the spring of 1930, continued through
the summer.

The following is a sample program from this

series:
~^bInstrnctor1s Manual, pp. 12, 36, 40, 44.
^Cf</Jew York Times, July 6, 1930, sec. ix, p. 6.
^^cerious Music on CBS, p. 6.

1

Poid.

Prelude and Liebestod, Iristan and Isolde— Wagner
Polovetsian Dances, Prince Ia;or--Bor5d'in'''‘
Night on Bald Mountain— Moussorgsky
Symphony #2— Borodin
Les Eolides— Franck H O
If it appears here that undue attention has been
given to programs originating in New York and on the East
coast, it is because in this period nearly all music pro
grams came from, there.

With the exception of the Chicago

Symphony and the Chicago Opera, that city offered little
serious music to radio listeners, either locally or on
the networks.

In a study made by Bruce A. Linton on radio

programming in Chicago, 1921-1931, the author stated:
Most . . . programs of serious music were not large
"productions" when compared to those from New York.
There were no huge orchestras, no completely spe
cialized formats or attention-getting "gimmicks."
The majority seemed to require the services of a
soloist plus the backing of the orchestra or ensem
ble. A representative program is as follows:
Brewerton Coal Company program:
Daily News Orchestra
Phedre Overture . . . . Massenet
Tenor Solo
The Song of Love . . . .
String Quartet
_
The American String Quartet /_ excerptsj/
Dvorak
Orchestra
I Loved You Then . . . .
Tenor Solo
Rosita
110 Serious Music on CBS, p . 7*

89
Orchestra
Two Hell Gwynn Dances""
The Chicago Daily News Orchestra, nine musicians con
ducted by Joseph Galicchio and heard regularly over WMAQ,
could not compete in quality with studio orchestras in
New York.

112

A smaller group heard on WMAQ, the Whitney

Trio, performed serious chamber music at irregular inter
vals during the day and evening, such as times immediately preceding and following the market reports.

115

Most

of the serious music on WGN at this time oiiginated with
the "Palm Court" ensembles of the Drake and Blackstone
i 14
hotels.*"
An "old favurite"— the Lyon and Healy program,
was typical of such "serious" music programming in Chicago
in this period.

One concert in this series, played by the

McDonald Trio— marimba, vibraphone, piano, and saxophone—
consisted of the following works:
Light Cavalry Overture— von Suppe
Serenade— Schubert
,r
Mighty Lak a Rose— Nevin“ ■p
111
Linton, "A History of Chicago Radio Station
Programming," pp. 229-250.
•^"Chicago Daily News, Sept. 16, 1929, special
supplement, n.'p. The" orchestra consisted of piano, two
violins, cello, bass, percussion, flute, trumpet, clari
net.
11^Ibid., Oct. 24, 1929, p. 21; Oct. 22, 1929,
P* 35.
•'■■^‘Linton, "A History of Chicago Radio Scat ion
Programming, p. 255*
115lbid., p. 187.
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The first real effort by Chicago broadcasters to
compete with dew York studio orchestras was made in 1929
with the organization of the WGN Symphony Orchestra, pro
moted by that station as "the first orchestra of its pro11a.
portions organized solely for regular radio work.
'
1990-1931
The biggest news of the fall and winter season was
the announcement by CBS that after many years of local
broadcasting, the New York Philharmonic would be carried
on the network beginning October 5* with Erich Kleiber,
Arturo Toscanini, and Bernardino Molinari as conduct
ors."1'1 '
7

In addition, CBS would carry eight young peo

ple's concerts on Saturday mornings, beginning October 25,
1IQ
conducted by Ernest Schelling. ^
On the first Sunday
afternoon concert, Kleiber presented:
Overture to Bex1 Preischutz— von Weber
Serenade y9— Mozart
Symphony #4— Tchaikovsky
Olin Downes, music critic of the New York Times, provided
commentaries for the music.

119

The series included some

116Linton, "A History of Chicago .Radio Station
Programming," p. 256.
11'^Serious Music on C B S , p. 5*
118T, .A

X D-lCLmy

n

,

]? • Q •1

11^The Sound of Your Life (New York:
Columbia
Broadcasting System,' 1950), pp. 15-17; Serious Music on
CBS. p. 6.

m
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notable musical events:
Oct. 19:
Erich Kleiber--The Enchanted Isle, by Louis Gruenberg
Nov. 2:
Kleiber— first performance of the Columbia Over
ture by Wagner
Nov. 9:
Kleiber— first performance by the Philharmonic of
Ernst Krenek's Little Symphony and Mozart's
German Dances
Nov. 16:
First performance by Arturo Toscanini on CBS
Dec. 28:
120
Toscanini--The Spider's Feast, by Albert Roussel
This season marked the addition of two new sym
phonic series originating in the Middle West, as well as
the return to the air of several orchestras heard in pre
vious years.

The Detroit Symphony, under Ossip Gabrilo-

witsch, made its debut on CBS on November 5, 1930, spon
sored by the Graham-Faige Motor Company.

A special fea

ture of these programs was the weekly appearance of the
"homespun" American poet and philosopher, Edgar A.
Guest.

121

A sample program of the Detroit Orchestra

listed the following works :
Russian Easter Overture— Einsky-Korsakov
Spring Song— Mendelssohn
120

Serious Music on C B S , pp. ^-6.

121Ibid., p. 12; New York Times, Oct. 26, 1930,
sec. ix, p. 8; Jan. 4, 1<J^1, sec. ix,~p. 8.
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Ave Maria— Bach-Gounod
,p0
March, Tannhauser— -Wagner'
LcL<~
The Minneapolis Symphony made its first network appear
ance on CBS on Mondays at 9:00 P.M., conducted by Henry
ipx
Verbrugghen.
The Philadelphia Orchestra returned fox1
its second year of broadcasts, directed by Stokowski,
at 5:00 P.M. on Sundays on the Red network.

Stokowski,

as a result of his studies in radio engineering in the
NBC laboratories, acted as his own audio-control engi
neer as he conducted.

From his technical studies he de

cided that the orchestra could be cut from 110 to >4- men
124for radio purposes, without losing any of the sound.'
Other orchestras returning this season were:

the Roches

ter Civic Orchestra, sponsored by Stromberg-Carisen and
conducted by Guy Fraser Harrison, Mondays at 9:00 P.M.
on the NBC Blue network;

125

the General Electric Orches

tra, Walter Damrosch conducting, Saturdays at 9:00 P.M.
on the Red network;
122

126
' the Roxy Theater concerts with

Mew York Times, Apr. 5, 1951, sec. ix, p. 9.

125Ibid., Oct. 26, 1950, sec. ix, p. 8.
nplL
' Ibid., Nov. 16, 1950, sec. ix, p. 10. Some
people felt that this was cheating, and said that he
should not call it the Philadelphia Orchestra if he did
not use all of it.
Many persons considered the tone in
ferior to the previous year's programs.
Ibid., Oct. 19,
1950, sec. x, p. 11.
222Ibid., Jan. 25, 1951, sec. ix, p. 11.
l2&"Music Programs of Interest," The Etude, Janu
ary 1951, p. 18.
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Srno Rapee, on the Blue network, Sundays at 2:00 P.M.; 1
Henry Hadley and the Manhattan Symphony on WQR;

128 and

the Philco Symphonic Hour with Howard Barlow on CBS on
l?q
Tuesdays at 9:30, P.M.
Many of the popular favorites among sponsored pro
grams featuring light classics returned to the air:
water Kent, now in its fifth season;

130

At-

the General Mo

tors program in its second, now with the Frank Black Or
chestra on the Red network, Mondays at 9:30 P.M,; the Mobiloil Orchestra with Erno Rapee— also in its second sea
son— on the Red network on Wednesdays at 8:30 P.K.; the
Cities Service program on NBC Red on Fridays at 8:00 P.M.
and others too numerous to mention here.

On Fridays

from 10:00 to 10:30 P.M., CBS presented a newcomer— the
Brunswick program, which featured the Brunswick Recording
Company's recording artists.

132

^ ^ N ew York Times, Jan. A, 1931, sec. ix, p. 8,
12bIbid., Nov. 16, 1930, sec. ix, p. 10.
^2<;)Suramers, A Thirty Year History of Radio Pro
gramming , p . 19.
"Music Programs of Interest," p. 18.
1^1Summers, A Thirty Year History of Radio Pro
gramming , p. 19.

132

y Serious Music on C B S , p. 7.
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Announcement of the Chicago Opera season came on
October 19, 1930.

As in past years, the company broad

cast one hour of each of thirteen regular productions on
Saturday nights from 10:00 to 11:00 over the NBC Blue
network.
Music appreciation programs increased in number
during the 1930/1931 season.

Eugene Goossens and the

Rochester Philharmonic gave a series of concerts with
commentaries, intended for use in the schools.

134

The

Damrosch programs, in their second full season, broadcast
over an expanded network on Friday mornings at 11:00 over
the Blue network to an audience estimated at 6,000,000.
Not to be outdone in the educational field, CBS inaugu
rated the American School of the air under the direction
of Alice Keith.

The schedule announced for the music

appreciation series was as follows:
Primary level:
Story telling to music
Intermediate:
The "Nutcracker"
High School:
Jan. 8:
French folk and art songs
Jan. 15: Two French composers— Debussy and
Saint-Saens
Jan. 22: French symphony
Jan. 29: Russian folk and church music ^
1 ^ 'h
New York T i mes, Oct. 19, 1930, sec. x, p. 11,
134

Ibid.

1:^ 8 u m m e r s , A Thirty Year History of Radio Pro
gramming , p. 22; editorial, Tile Musician,' January I$3l,
pTT6.
136„^USic Programs of Interest," p. 18.

One of the more interesting experiments in music educa
tion by radio was a series introduced by Dr. Sigmund
Spaeth and Osbourn McConalty--piano lessons over the air,
from both NBC networks.

Spaeth announced that they were

offering the series in response to criticism that radio
made people sit back and listen to music without making
any attempt to play it.

Within a short period, they had

filled requests from listeners for more than
the charts designed to accompany the lessons,

50,000

of

lb7

In its survey of music on the air in the first
half of 1931, the New York Times ar.nour.ced that 33*4- per
cent of broadcast time was given to serious music.

From

January to June, the networks broadcast 3?408.5 hours,
or approximately 130 hours, 11 minutes per v/eek.

Of this

time, 2,4-58.5 hours, or 72.14 per cent, was devoted to
music of all kinds.
A sampli.ig of a typical week of the 1930/1931
season— that of November 11, 1930— should demonstrate the
great amount and variety of serious music available:
Sunday:
New York Philharmonic— Poscanini— CBS
Two Chorales— Bach-Eespighi
Symphony #1— Beethoven
Symphony #1— Brahms
•^^New York limes, Apr. 5? 1931? .sec. ix, p. 9.
^ ^ Ibid., July 5? 1931? sec. ix, p„ 8.
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Philadelphia Orchestra— Stokowski— -NBC
Highlights from the Ring of the Niebelung—
Wagner
Atwater Kent Hour— Josef Hofmann, pianist,
Nelson Eddy, baritone— NBC
Selections from Midsummer Night*s Dream
— Mendelssohn
Danny Deever-— Bamrosch
Juanita— May
Song of the Bow— Aylward
1st movement, Piano Concerto in D— Rubin
stein
Scherzo in B Flat Minor — Chopin
E t inc e 1 le s*— Ho s zows ki
Manhattan Symphony Orchestra— Hadley— WOR
Symphony #1— Schumann
0 Mio Fernando— .Donizetti, Luisa Silva, con
tralto
Suite, "Streets of Peking"— Hadley
Don Juan— Strauss
Monday:
Minneapolis Symphony— Verbrugghen— CBS
Depuis le jour, Louise— Charpentier, Ruth
Lyon, soprano
Roman Carnival Overture— Berlioz
Moment Musical— Schubert
Tuesday:
Philco Concert Hour— Barlow— CBS
Overture, Orpheus in the Underworld— Offenbach
Naila Waltz— Delibes
Piano Concerto— Kimsky-Korsakov, Alexandra
Semmler, pianist
Ride of the Valkyries, D ie Walkure— Wagner
Wednesday:
Detroit Symphony— G-abrilowitsch— CBS
Symphony #3— Brahms
Last Spring— Grieg
Islamey— Balakirev
Thursday:
Victor Herbert Opera Series-— NBC Blue
The Fortune Teller
Friday:
Rochester Philharmonic— Goossens— SBC Blue
(program not listed)

r\n
y(
Friday (.cont.):
Music Appreciation Hour— -Damrosch— NBC
Scotch Idyll— McDowell
Dances from Henry VIII— Saint-Saens
Minuet, Trio for 2 Oboes and English Horn
— Beethoven
Excerpts, Midsummer Nj g h t 1s Dream— Mendelssohn
Mosquito Dance— Liadov/
Excerpts, Symphony if6— Beethoven
Saturday:
General Electric Concert— Damrosch— NBC
Carnival Overture— Dvorak
Suite from Sylvia— Delibes
Good Friday Spell, Parsifal— Wagner
Flight of the Bumblebee— H'i'msky-Korsakov
Neapolitan Scenes— Massenet 7C,
Molly on the Shore— Grainger"1' ^
During the summer of 1931, CBS broadcast tv/entythree Lewisohn Stadium concerts of the Philharmonic, with
guest conductors Van Hoogstraten, Albert Coates, Eric
.Coat as.,.;.

.Bedrer.

Some highlights of the season

were:
Pacific 231— Honegger
Overture, Chantecler— Daniel Gregory Mason (Van Hoog
straten)
La Giara— Casella
On a Transatlantic Liner— Celia (Van Hoogstraten)
Norfolk Rhapsody— Vaughan Williams
Verdi Requiem (with Schola Cantorum, Albert Coates)
March for i Pianos and Orchestra— Robert Russell
Bennett, with Bennett and Oscar Levant, pianists
(Eric Coates— first performance in New York) 140
CBS also carried the Symphonic Hour with Howard Barlow on
L^ New York Times, Nov. 16, .1950, sec. ix, p. 10.
^'^Serious Music on C B S , p . 10.

98

Sunday afternoons.

The Blue network presented the

Sunday concerts from Reorinia Park by the Chicago Symphony
.
lh.o
Orchestra.
'
During the summer, the networks carried several
special programs of serious music.

CBS rebroadcast two

operas from London— La Traviata and La Eorza del Destino
— and a performance of Mozart's Requiem from Salzburg.
CBS also carried the complete version of Edward Elgar's
oratorio, The Dream of Gerontius, on August 2.

11-1-

Prom

the National High School Music Camp at Interlochen, Michi
gan, NBC broadcast concerts given by the National High
School Orchestra, under the direction of Joseph A, Maddy,
pioneer in the movement to expand instrumental music in
the schools.
1951-1932
By the beginning of the 1931/1932 season, most of
the nation's major musical organisations and artists,
with only a few notable exceptions, had welcomed the op11-1

New York Times, Aug. 2, 1931» sec. ix, p. 11.

11-2

'Ibid., Aug. 2, 1931, sec. ix, p. 11; Aug. 9,
sec.
1931, sec."ix,
p. li.
11-3Serious Music on C B S , p p . 13- 14.
144
Ibid., p . 9
11-5

•'New 10 rk Times , Aug. 9, 193.1, sec

1T
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portunity to broadcast.

14-6

The New York Philharmonic, be

ginning its second season on the CBS network, scheduled
concerts with Toscanini and Sir Thomas Beechar, as con
ductors fox* most of the series, and the Italian composer,
Ottorini Respighi, for a special concert of his own works
on March 20, 1 9 3 2 . The Philadelphia Orchestra, under
Leopold Stokowski, moved to CBS for a series of six 105minute programs sponsored by Philco.

The new format, de

clared Stokowski, would enable the orchestra "to present
musical compositions in their entirety, expressing all
the ideas and concepts of the composer without the necessity of eliminating portions because of time limits."

19-8

Two programs of interest in the series included the fol
lowing works:
All-American program:
Works by Griffes, Henry Cowell, John Powell, Aaron
Copland, Louis Gruenberg, David Dubenslcy, Robert
Russell Bennett, and Walter Piston 19-91

1 6 q £ first-rank artists, only Fritz Kreisler,
Serge Rachmaninoff, and Ignaz Jan Paderewski refused to
broadcast.
r'Serious Music on C B S , p . 20.
Hew York Times, Aug. 16, 1931» sec. ix, p. 8.
19-9Serious Music on C B S , p. 18
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Concert of March 12:
Hyrcus Nocturnes— Wassilenko
Dyptique Mongol— Illiashenko
Prometheus— Scriabin
Symphony of Psalms— Stravinsky
Several other symphony orchestras broadcast regu
larly:

the Chicago Civic Orchestra on Saturdays from

8:00 to 8:30 P.M. on the Red network; the St. Louis Sym151
phony on CBS at noon on Sundays for thirty minutes;
the
Columbia Symphony, conducted by Howard Barlow, with Ernest
Hutcheson, pianist, on CBS Sundays at 10:30

the

Minneapolis Symphony with Eugene Ormandy on CBS, Thursdays
at 9:00 P.M. in a series of five concerts;'1-''" and the Roxy
154
Symphony on GBS, Sundays from 9:00 to 9:30 P.M. J
The pioneer Atwater Kent Hour, after five years on
the air, did not return this season, but other popular
programs of similar nature were plentiful,

These included

the Cities Service, Firestone, and Mobiloil programs, and
the new Bell Telephone series, "Music Along the Wires,1
1-^Serious Music on G B S , p. 18.
Summers, A Thirty Year History of Radio Pro
gramming , p. 25 .
^-^liew York Times, Nov. 8, 1931, sec. ix, p. 10;
Serious Music' 'on OB&T p. 16.
153
’ y Serious Music on C BS, p. 11.
1-"^Summers, A Thirty Year History of Radio Pro
gramming , p. 23 .
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provided millions of listeners with renowned artists per>
155
forming good music of a lighter nature. ^
•The Damrosch Music Appreciation Hour moved into
its third year on the NBC Blue network.

In addition,

Damrosch added what he called a "post-graduate course in
the finest type of classic and modern music" for those who
had followed his regular music appreciation broadcasts in
previous years.

This new program was heard on Sundays at
156
1:15 P.K. on the Blue network. •
Programs of serious music had been presented as

daytime features for several seasons, notably the Damrosch
concerts and the children's concerts of the Rochester
Civic Orchestra.

But in the 1951/1932 season, the net

works scheduled additional programs for these hours. "Mu
sical Americana" from CBS was a program of songs, piano
pieces, and symphonic works composed by Americans, broad
cast on Tuesdays from 3:50 to 4:00 P.M.

The series fea

tured works by such composers as Ethelbert Devin, Lamar
Springfield, Charles Skilton, David Guion, Jacques Wolf,
Henry Brockway, Mrs. H. H. A. Beach, Louis Gottschalk,
Oley Speaks, Edward McDowell, and others.

Julius Mattfeld 1

1-^Summers, A Thirty Year History of Radio'Pro
gramming, p. 25; Serious Music bn C B S , p. 12.
^•^New York Times, Nov. 8, 1931, sec. xi, p. 11.
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conducted the orchestra and commented on the works."'-''
The NBC Blue network carried broadcasts from the Mormon
Tabernacle in Salt Lake City on Friday afternoons at

ICS

2:45. '

From the Library of Congress came a series of

chamber music recitals in the Elizabeth Sprague Coolidge
series on CBS, Sundays from 2:00 to 5:30 P.M., and on
Fridays from 4:00 to 5=00 P.M.

These concerts featured

the Roth Quartet, the Gordon String Quartet, the Pro Arte
String Quartet, the Barrere Wind Ensemble, the Salzado
Harp Quintet, and the Compinsky Trio.

159

But it was opera that provided the headline news
of the season.

"Grand Opera Miniatures" returned for its

second season on CBS,

*

and the Chicago Opera began its
161
fifth (and last) year of broadcasts on November 6.
But the piece de resistance for opera lovers was the an^-^Serious Music on C B S , p . 15.
" ^ H ew York Times, Apr. 17, 1932, sec. viii, p. 13
Summers, A Thirty Year History of Radio Programming,
^ ^ S e rious Music on C B S , p. 15; Qrrin 2. Dunlap,
Jr., "Listening InTrr~New York Times, Jan. 3, 1932, sec.
viii, p. 8.
160
■" Summers, A Thirty Year History of Radio Pro
gramming , p . 25 lolNew York Time s , Nov. 6, 1931, P* 23. The Chi
cago Opera went“bankrupt during this season.
The Chicago Recreation Survey, II: Commercial Recreation
("Chicago: " Recreation Commission, NorthwesternUniversity
1938), n. 46.
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nouncement on November 22, 1932, by a spokesman for NBC
that "after difficulties . . , believed almost insur
mountable," it would carry the Saturday afternoon rrtatinees of the Metropolitan Opera. 162 After several weeks
of tests for microphone placement, the first radio per
formance of the Metropolitan Opera Company took place on
Christmas afternoon— Humperdinck's Hansel and Oretel in
its entirety— on both the Red and Blue networks, over more
than 100 stations as well as via short-wave.

Deems Taylor

narrated the story, not only in English, but in French,
163
Italian, and German for listeners abroad.
audience re
sponse to the broadcasts proved to be tremendous.

Let

ters poured in from all over the world, and accolades came
from distinguished musicians in all branches of the art.

X6^4*

The final capitulation by the Metropolitan Opera
climaxed a six-year period of phenomenal growth of seri-

lfc£iThe program remained without a sponsor for the
first season.
After the first broadcast, NBC carried
only a portion of each of the Saturday afternoon performNew York Times, Nov. 22, 1931, sec. xi, p. 3; An

Account of Music Broadcasting by NBC (New York:
Broadc~as'ting Company, f93b7, n.p.
163

'blew Y o r k Times,

1931,

Dec.

16,

rv b r

p . 1.

lord.,

nee.

26,

1
1a-0X1
r> • *
X«
y^ ^ y

National

p. 1; Dec,- 26,
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ous music on radio, following the formation of the na
tional networks.

Furthermore, the nature of music of

fered to the radio audience had improved both in quantity
and quality.

Entire symphonies, operas, and oratorios

were offered by the 'broadcasters to a public which, they
felt, wanted to hear them.

CHAPTER V
SERIOUS MUSIC ON RADIO:

ITS IMPACT,

1926-1932
A cartoon in the Chicago Daily News of October 20,

1929

(see page 106), expressed the optimistic belief of

many prominent Americans that the miracle of radio was
bringing the nation to its highest cultural level.

While

heralded for its achievement in other areas, it was par
ticularly in the field of music that radio drew praise
from observers.

In 192? a New York Times editor had de

clared:
. . . it will be possible to send the best music
played by the finest orchestras and opera companies
over the entire nation.
This means that the ranch
family in New Mexico or the cotton planter in Ala
bama or the wheat grower in Dakota or the industrial
worker in any one of the small manufacturing centers
in the East will be able to hear the best music in
the world by tuning in to the proper broadcasting
station.
The recreation and educational value of
such an eventuality is incalculable„E
Later in the same year, the Times returned to the matter
in another, similar editorial:
^Hew York Times, Jan. 24, 192?, p. 16.

4SAQiJ X i t b '
ci' bS'BOiqo
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10?

. . . now that men of world-wide fame are talcing an
active part in broadcasting, the opportunities of
fered to a public ordinarily beyond the reach of con
cert halls is one which certainly will be widely used
and which promises to encourage among Americans a
love for the best music of all* 2
Walter Damrosch joined in the chorus of praise:
Eadio has democratized art and educated the entire
nation to a true appreciation of the highest stand
ards of the cultural arts.
Give the people the best and they will learn to ap
preciate it. Teach them that music is a language they
can understand and they will love it and revel in it.3
Furthermore, Damrosch saw radio as the savior of American
society:

"May the slogan be, That which the motor car

has destroyed, the radio and the piano will again build
h.
up."
Madame Frances Alda of the Metropolitan Opera
stated her belief that radio was bringing a new apprecia
tion of culture to the United States:
I believe radio is destined to effect a musical
renaissance, and that America v/ill become the music
mother country and leader in a musical era such as
the world has never known. . . .
Let us foster it
with more good music on the air.5
All musicians, however, did not share this senti
ment.

Sir Thomas Beecham expressed his violent opposi

tion to radio:
p

New York Times, Nov.

2 , 1927 ,

p. 26.

^Ibid., Dec. 11, 1930, p. 34.
L\.
Ibid., June 13, 1930, p. 23.
5Ibid., Jan. 31, 1932, sec. viii, p. 14.

108

Ever since the beginning of the present century,
there has been committed against the unfortunate art
of music every conceivable sin of commission and omis
sion. But all previous crimes pale before the latest
attack on its fair name-— broadcasting it by means of
wireless. 8
Harold FIaimer, president of Music Publishers* As
sociation of the United States, objected to radio on aes
thetic grounds:
Radio with its superloud speakers and its numer
ous programs has cheapened music in many ways.
In
the first place it makes music toe easy to obtain and
consequently too little respected and appreciated.
Artists performing on the radio are shut off un
ceremoniously at the whim of the person at the re
c e d i n g set or they are rudely relegated to the part
of furnishing an unpleasant background for social
conversation. The inevitable result is the cheapen
ing of music and the creation of a feeling of dis
respect for all that is finest in music. 7
Most of those who continued to oppose radio per-ej.veo. io as a ofu-eau uo Gut:ir livelihood, as was implied
in an editorial in World's Work:
. . . the effect of radio in ohe long run will prob
ably raise the quality of musical appreciation
everywhere. Where one musician used to reach at best
a few hundred listeners he can now, if he "goes on
the air," make tens of thousands lend their ears.
The effect ought to be a demand for fewer and better
musicians. 8
°New York T imes, Get, 30, 1927, sec. x, p. 16.
In
March 1 9 3 ^ ”hegrudgingly admitted that radio might have
some value.
"Let those who cannot visit the concert
halls turn to their receiving instrument for solace. Even
the substitute is a blessing.
For that let us be grate
ful." Sir Thomas Beecham, "Lost in tre Gamut of Knobs,"
Ibid,, March 27, 1932, sec. viii, p. 14.

7Ibid., June 15, 1927, p. 32.
8 n To
■d
>er. 1928, p.
h. V.' .

TVK ~\1
119.
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The loudest cries of distress came from concert managers
and their clients.

In January 1928, H. Godfrey Turner,

theater manager and husband and manager of the noted vio
linist, laud Powell, foresaw the demise of the concert
stage:
Radio has cose to stay, and it is staying at the
expense of concert stars. . . .
I found there was
practically no demand for concert artists. This was
due entirely to the growing popularity of breadcast
ing.
The concert stage is not dead, it is dying. Radio
on the contrary, is becoming more and more important
each day. 9
Three perennial enemies of radio— Rachmaninoff, Kreisler,
and Paderewski— believed that broadcasting would mean the
end of their careers.

At the time Damrosch began his mu

sic appreciation series in 1928, they pleaded with him
as an old friend and colleague not to lend encouragement
to the f o e . ^

Their fears were echoed by Jeanette Eaton

in January 1930 when she declared that because of radio
the concert artist
. . . is likely soon to be as extinct as the cavalry
man. The modern world has little further use for
him.
Recent surveys have shown that less than four
per cent of the American people attend concerts. In
New York and Chicago less than one per cent of the
^New York Times, Jan. 29, 1928, sec. x, p. 14.
10

John Tasker Howard, "Better Days for music,"
Harper*
1s Magazine, April 1937, P* 484.
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population attend musical events of any kind.
Only
seventeen artists in the entire world can fill Car
negie Hall.
Musicians of distinction are abandoning
their careers, and one hears of concert managers
selling out or going bankrupt. 11
Several "musicians of distinction" who blamed ra
dio in part for their retirement at this time were Fran
ces Alda, Amelita Galli-Curci, and one of the first radio
prirna donnas, Mary Garden.

Madame Alda, as noted ear

lier, v/as entlmsiastic about radio, but admitted that "it
is the old law of supply and demand."
When people can sit in comfort in their homes and
hear the great works of the masters sung by those
whom they love to hear without any more trouble than
turning on their radio sets, naturally the demand for
opera, especially the provincial houses, fast dis
appears. 12
Magnanimous in her retirement, Mary Garden declared:
"Radio thrills me like champagne."

She further asserted

that "the talkies shared with radio the responsibility
for the demise of opera and the concert stage."

13

The merger of the New York Symphony and the Phil
harmonic Society in 1928 distressed Faul Kempt, editor of
The Musician.

Although factors other than radio con-1

11Jeanette Eaton, "The Twilight of the Concert
Gods," Harper1s Magazine, January 1930, p. 219.
•^New York Times, Jan. 5, 1930, sec. viii, p. 14;
T. B. Ybarra, "The Twilight of the Opera Gods," ibid.,
Feb. 19, 1930, sec. v, p. 1.
'Ibid., Oct. 14,

1930,

p. 30.

Ill
tributed to force the amalgamation of the two orchestras,
he declared in an editorial that it bore a part of the re
sponsibility :
, . . the complexity of modern-day life with its fas
cinations of the movie theaters, the automobile high
ways and the lazy comforts of radio reception, are
all working against popular patronage of the sym
phonic auditorium. 14
To these observers, radio's threat to major concert
artists appeared almost insuperable, but they felt that
the dangers to unknown artists and concert newcomers were
even greater.

As if to support this contention, the

Arthur J'udson concert agency announced in 1929:

"It is

only after mature consideration that we would consider the
possibility of increasing our list of pianists, already
large.Paul

Kempf believed that the greatest harm done

by "free broadcasting" came to the "middle group of ar
tists"— those not yet celebrities— hired to fill twenty or
thirty engagements a year at fees of from $50 to $200.
his opinion their only economic salvation lay either in
teaching or accepting positions at low salaries with the

^Editorial, The Musician, Hoy 1928, p. 5•
■^Eaton, "Twilight of the Concert Gods," p. 221.

In
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broadcasting companies.

16

Other people connected v;ith the musical profession
spoke out in favor of radio in refutation of these claims
about its destructive power.

George

27161*,

a well-known

concert manager, asserted in February 1928 that radio did
not harm the concert business:
Looking back over fifteen years I cannot recall
any period when concert conditions have been in a
healthier state than they are today.
In 1922 the mu
sic business was in a decidedly weak state. But
since then there has been a swift reconstruction
which seems to have gone hand in hand with the de
velopment and expansion of radio.
With the increase in the number of persons buy
ing radio sets, there has been a steady increase in
the patronage at concerts.
My own conclusion from this would be that instead
of stifling the c o n c e r t business, radio has acted as
a tonic.
It has been developing among the people of
America a love of good music which arouses in them
an eagerness to see and hear in person the artists
they have become acquainted with over the radio.1?
In an editorial in The Musician in March 1928, the writer
optimistically declared that the "days of abnormal depres
sion in the concert giving market are to be replaced by
Paul Kempf, "What P.adio Is Doing to Our Music,"
The Musician, June 1929? p. 17.
It should be noted that
most of these prophesies were made before the full onset
of the great economic depression.
Damrosch began his
programs in 1928, the same year the New York Symphony and
the Philharmonic merged; the Eaton article and the Ybarra
article appeared early in 1950 but were written in 1929;
the retirements of Alda, Galli-Curci, and Garden all oc
curred in 1950.
Howard, "Better Days for Music," p. 485.
•^New York Times, Feb. 5? 1926, sec. ix, p. 15.
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an unprecedented activity."

Leading musical managers

had formed Community Concerts Corporation to put pro
grams "into centers which had previously been deprived of
them."

For this revival, lie asserted, much credit must

be given to Walter Damrosch, whose work was creating
. . . a revival of interest in the personal appear
ance of the leading votaries of tonal art. Radio,
which has been uncompromisingly held responsible for
the recent slump in concert-giving, may yet be the
cause of popularizing concerts to an extent never be
fore believed possible. IS
Although not entirely pleased with the state of music in
1950, Daniel Gregory Mason, composer and music critic, ab
solved radio of the blame:
Radio has only been around for ten years.
The de
cline of the virtuoso began earlier and had nothing
to do with radio. 19
The optimism of those who believed in the positive
effects of radio on good music appeared justified in De
cember 1932 after the initial broadcasts of the Metro
politan Opera.

According to Olin Downes, music commenta

tor for the New Y ork Times and for the New York Philhar
monic broadcasts on CBS, Metropolitan officials had no
ticed

■^Editorial, The Musician, March 1928, p. 9*
■^Daniel Gregory Mason, "The Radio vs. the Vir
tuoso," Arnerican Mercury, August 1930, p. 4-56.
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. . . new groups of people who appeared unfamiliar
with the opera house, made an appearance.
Their cu
riosity and their fresh enthusiasm for the perform
ance gave indication that perhaps experience of the
music theatre was a new thing for them.
Attendance at the Metropolitan was "higher than the same
performance the year before."

If these deductions proved

correct, said Downes, radio should increase public enthu
siasm for opera and attendance would increase, instead of
dwindling as predicted.

20

Both NBC and CBS had formed concert bureaus for the
management of their artists under contract.

George En

gles, former manager of the New York Symphony and now head
of the NBC Concert Bureau, believed that the pessimistic
outlook about the effect of radio on musicians was non
sense.

NBC alone, he asserted, brought to the air more

than 6,000 appearances per month (of which 75 pet1 cent
were by musicians)— more than the public concerts in any
four of the country's largest cities in an entire concert
season.

Furthermore, concern for the future of the "un

known" artist was unwarranted; costly Town Hall debuts be
fore a few dozen or a few hundred— mostly friends and
critics— had become unnecessary.

Many of the top radio

stars had been completely unknown before their radio ap20Clin Downes, "Radio and the Future of Opera,"
New York Times, Jan. 5, 1952, sec. viii, p. 8,
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2i

p e a r a n c e s N B C alone bad 200 artists under exclusive
contract, not including musicians engaged for special oc
casions or those representing commercial firms in programs
arranged for advertising purposes..
sicians earned $500 per week.

In 1950 top radio mu

Even the $100 earned by

performers of lesser fame granted them a security unknown
to concert-hall beginners, while eliminating expenses
such as management, railroad fares, and concert costumes
from the artist's budget.

Engagements were regular, in

come certain; musicians ran no danger of being.stranded
22

in small towns with bankrupt road companies."

"Radio is

a boon to musicians," wrote Maurice van Prays in Septem
ber 1929.
ter."

"Those who work for radio have never done bet-

ox
J

Several observers noted an unexpected side effect
of broadcasting on musical performers:

they realized that

true musicianship instead of showmanship was required for
New York Times, May 4-, 1928, p. 28; George En
gles, "Radio— Friend or Enemy of the Music Profession?"
The Musician, September 1950, pp. 7-8. Many important mu
sicians were on the network payrolls. Madame Ernestine
Schumann-Heinck signed a contract with NBC as advisor on
network opera programs; Re in aid V/errenrath, vocal advisor,
and Damrosch, musical advisor. Ibid., Jan. 26, 1950, p. 17•
po

Eaton, "Twilight of the Concert Gods

pp. 226-

227.
25 Maurice van Prays, "Whs

Broadca c-ing Is Doing
o

for Music and Musicians," Hew Yor' Times, is p fc. 25,
sec x. D . 16

1929,
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survival on the radio.

Daniel Gregory Mason remarked

that the "corporeal presence, flowing locks, tailor-made
T*7a i e -I-1 n n r.

p.nr)

gwAnn'i n a

fsticulations" of marv concert
24
artists had no effect on the radio audience.
An edi

tor wrote in the New York Dimes
Genuine
who cannot
irrelevant
tention of
sic. 25

the

problem

musicianship is required of the musician
make up lacks in talent or training with
qualities.
If he cannot be seen, the at
the listener is concentrated on the mu

Another critic remarked that singers would now have to
make their words understood,

"for radio, unlike opera, de

mands diction beyond guesswork.

. . . / ~ l t J eliminates

the element of personality and focuses attention on the
performance."
Some day we may hope to hear orchestral concerts
with the whole orchestra out of sight, or, if that
is impossible, at least the conductor out of sight.
I would further recommend the invisible procedure to
singers who pose and strut and make faces, to pianists
who wiggle their elbows in the mistaken idea that
they can thus impose on the eye a tone quality which
is inaixdible to the ear*, to violinists who swing
about like pendulums while playing, to organists who
are jumping jacks, and to composers who come out to
acknowledge imaginary applause. 26
Mason, "The Radio vs. the Virtuoso," p. 456.
25 New York Times, July 29, 1930, p. 20.
^ A l e xa n d e r Russell, "Some Musical Changes Ef
fected by Radio," The Musician, April 1927, p. 30. A
classic example is the meteoric rise of Joseph Schmidt,
German tenor. Schmidt, a dwarf, stunned radio audiences
of the world in the late 1920' s and earl;,7 1930's with
his voice— one "of truly heroic quality." Oscar Thompson
e d . ; International Cyclopedia of Music and Musicians.
INew Y o r k : Laid Mead A CcT. , 1964) , p7 l | i .
* ....
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Willem Van Hoogstraten, frequently a conductor of the
Philharmonic, declared that radio had values because
"one can view a neutral body and listen to the music
rather than viewing the busy orchestra."

He added that

he hoped the day would come when people would be musi
cally educated enough to build auditoriums on that prin
ciple. ^
Some persons expressed concern about the tendency
of Americans to become listeners rather than partici
pants.

William Boosey, who as early as 1926 had com

plained about the effects of radio on the concert busi
ness, lamented in 1929 that radio had made "music so com
mon that no one has an incentive to make it for himself,
and that "except for educational works, the printed copy
OQ
of music has ceased to exist.,,£~ " Margaret Anderton, who
wrote a monthly column in 'The Musician, echoed this sen
timent.

"A really musical nation is one that MAKES its

own music."

With radio in its present state, she in-

""^New York Times, July 2d, 1932, sec. ix, p. 7*
Stokowski, maintaining that "music was for the ear, not
the eye, that the orchestra should be heard and not
seen," tried concealing the orchestra once at Philadel
phia and was severely criticized for the attempt.
Rus
sell, "Borne Musical Changes Effected by Radio," p. 30.
28

Editorial, The Musician, June 1929, p. 39.
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sisted, there was too much listening and net enough, music
-.
2°*
malting. ' An editorial in the same magazine praised ra
dio for awakening interest in music, but cautioned:

"The

task now is to translate that musical interest into a
widespread desire to perform," and chat there was a great
need for "personal participation in place of passive listening."^

Professor Peter Dykema of Columbia University,

one of the foremost American music teachers of the time,
warned that radio encouraged "the listening habit" and
discouraged "the playing habit."

81

One of the strongest

protests came from the Associated Music Teachers' League
of New York at its annual convention.

After reading a

letter from Walter Damroach, the delegates ignored his
plea for cooperation and voted to "fight radio music
broadcasts" because they curbed musical expression. They
"discussed vays and means of combatting radio and the
other phenomena of our restless speedened [ sic_7&ge.
29

Margaret Anderton in The Musician, June 1929,

p. 39.
"But What Effect on Poorly Performing Local Ag
gregations?" The Musician, June 1929, p. 9.
i-^Th . Musician, January 1931, P* 15*
-^New York Times, June 26, 1930, p. 26. Lamrosch,
at the beginning of his series in 1928, stated:
"It is
my hope that these concerts will encourage many children
to take ujj a study of instrumental music."
Ibid., Sept.
23, 1926, sec. ix, p. 15. An interesting sidelight: when
he found that his own children were not gifted enough mu
sically to become professionals, he was not interested in
having them become amateur musicians and discontinued
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Statistics on participatory music in the United
Stares indicate that this despair and gloom was unwar
ranted .

As early as 192?, according to the Bureau of Cen

sus figures, ‘'the effect of the radio has been in the na
ture of a musical renaissance," causing persons to develop
their own musical skill, inst-rumentally and vocally.

Ac

cording to Paul Kempf, in 1929 conservatories were full
and private teachers had no difficulty in getting stu
dents.^

Two years later, The Etude noted that many mu

sic teachers reported gains "despite the worst depression
in history."

35

The Census Bureau also reported a growing number
of orchestras, bands, and glee clubs throughout the country.^6

In 1929, Paul Kempf reported in The Musician that

more than thirty new school orchestras had been formed as
~zn
a direct result of the Damrosch broadcasts,'''
A pioneertheir lessons. Gretchen Damrosch Finletter, Prom the Top
of the Stairs (Boston:
Little Brown & Co., 1;
9"^S7, p."~5s.
35 New York Times, April 3, 1927, sec. viii, p. 19.
"V/hat Radio Is Doing to Our Music

o , 18,

p 5e Iditorial,

"The Triumphant Advanee of Music,"
The E tude7 January 1931, P* 22.
-^New York Times, April 3, 1927, sec. viii, p. 19.
Kempf, "V/hat Radio Is Doing to Our Music,"
p. 18.
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ing sociological survey, decent Social 'Trends, made the
following statement in 1931:
The outstanding factors with regard to music are tie
increase in radio broadcasting of excellent music ex
cellently performed, and the growth in quality and
quantity of music in the public schools, especially
in the secondary grades.
The two have in a measure
been interrelated, the radio bringing to many people
both inside and outside the school system their first
intimation of the full scope of music; and the
schools, with their increased and improved instruc
tion, helping to provide an audience sufficiently
large to warrant a wider broadcasting of good musied^
Augustus Delafield Zanzig in his st\ iy of music in Amer
ica wrote that the much enlarged provision in public
schools for music courses "is doubtless due to the radio
and phonograph that have made thousands of taxpayers and
school officials realize the scope and power of music more
fully than they ever had before A'"-

The city of Chicago,

after a period of music growth in the schools paralleling
that of broadcasting, had forty bands in high schools,
junior high schools, and junior colleges in 1929, with
3,50C members enrolled.

Nine elementary schools con

ducted beginners1 classes in band instruments and three
had rhythm bands.

40

^^docent Social Trends, II, 988.
'AO,

Augustus D. Zanzig, music in American Life (New
York:
Oxford University Press, 1932) , P~- T I D . This
stud; was prepared for tn\ National Recreation Associa
tion.
40
Chicago Jally News, Oct. 17, 1929, p. 36.
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Frank LaForge, noted American music teacher, de
clared in 1932:
Twenty-five years ago there were comparatively
tew orchestras to be found in the public schools.
Today I am informed through figures issued by the
National Bureau for the Advancement of Music that
there are some 500,000 boys and girls enrolled in
school orchestras and 400,000 more in bands. This
is not to mention chamber music groups, singing en
sembles, piano classes, and others.
LaForge believed that this achievement, the result of ra
dio, could not "be matched by any other country or at any
h*]
other time in the world's history."
It must be noted, however, that in this period of
remarkable growth in school music, instrument sales re
flected a shift in interest and preference with piano
sales continuing to decline and smaller instruments for
ensemble use increasing in popularity.

The Bureau of the

Census reported in 1927 that the manufacture of musical
instruments had increased 30 per cent because of radio.
The Bureau's figures indicated a "growing boom" for or
gans and stringed instruments, while pianos were losing
favor.

Sales of harmonicas reached 18,000,000, report

edly because of the use of that instrument in broadcastmg.

42

T. H. Martin, program director of */4AF, noted

L'~J'Frank LaForge, "radio Booms the Symphonies,"
New York Times , April 3, 1932, sec. v i i i , p.. 1 4 .
42.New
r
York Times, April 3, 1932, sec. viii, p. 33.
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that radio had popularized the use of the celeste, the
vibraphone (which had been invented for broadcast use),
as well as the xylophone, marimba, cymbalum, zither, dul
cimer, harpsichord, Jew's harp, Hawaiian guitar, harmon
ica, and accordion*

The balalaika, which had lost favor

because of its Russian origin, had regained its popularity. -

nevertheless, between 1925 and 1929, the annual

value of musical instruments dropped from $164,392,000 to
$77,343,000.14 In 1925, the number of pianos manufactured
in the United States was 306,594; in 1929, the figure had
dropped to 135,404.

Many old, well-established firms

were being forced out of business— and this in a time of
great economic prosperity.

45

In the same period, radio

sales more than doubled; by 1930 it was estimated that
4 0 . 3 per c e n t

of A m e r i c a n h o m e s

Zanzig reported
sponsible

in his

had radio receivers.

study that radio was

for the d e c l i n e

in the

sale
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largely re

of pianos;

People are turning in pianos and phonographs in ex
change for radios. . . . This is because the radio
^ He-w York Times, March 6, 1927, sec. viii, p. 19.
44

R ecent S o c i a l T r e n d s , II, 990.
The s h i f t in e m 
p h a s i s f r o m e x p e n s i v e p i a n o s ^o s m a ller, l e s s - e x p e n s i v e
i n s t r u m e n t s .may a c c o u n t for some of t h i s d i s c r e p a n c y .

^Kerapf, "bhat Radio Is Doing to Our Music," p .17.
^ Recent Social Trends, II, 900.
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does
have
up a
ment
what

not require any effort whatsoever, whereas you
to put on the records, change needles, and wind
phonograph.
Furthermore, people like the ele
of surprise in radio programs.
You never know
is coming next, and you don't need to choose.4?

At the
p e a r e d that

beginning

the r a d i o

side by side."
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of this per i o d ,

If 26/192?,

a n d the p h o n o g r a p h

it a p 

"could prosper

In February 192?, Edward Schumke, an

official of the Victor Talking Machine Company, stated
that radio and phonograph were allied rather than com
petitors, and that the demand for both types of musical
49
entertainment would continue undirainished. " As if to
insure the perpetuation of this state of affairs, the
three leading phonograph companies all manufactured and
sold radio-phonograph combinations.'"

But in 1929, one

portent of things to come was the purchase by RCA of the
Victor Talking Machine Company.

At first, newspaper

writers hailed the move as a great partnership for both
industries, but the newcomer sooned gained ascendancy.
The new owners lost little time in demonstrating their
intentions by moving their radio-manufacturing operations
to Camden, long the stronghold of the phonograph industry.
^ Z &nzig,

Music in American life, p. 1?4.

^ G elatt, The Fabulous Phonograph, p. 246.
^ Rew York Times, Feb. 4, 192?, p. 30.
^Gelatt, The Fabulous Phonograph, p. 247.
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Despite assurances that they thought ou the two on equal
terms, it soon became evident that "the management of EGA
had no real interest in the talking machine" at that
time.
Immediately following the collapse of the stock
market in 1929, the Edison Phonograph Company, pioneer in
the field, closed its operations.

Brunswick shortly

dropped "its fast-failing record and phonograph business"
and sold out to Warner Brothers.

Columbia, noting the

increase in sales of radios during this period, attempted
to pull itself out of the slump by manufacturing a port
able phonograph that could be plugged into any radio set—
the "Radiograph. " It was a depressing year for the phono
graph, and it substantiated the belief "that the phonor- y

graph belonged to the past and the radio to the future."
During the year 1931/1932, the American phonograph and
record business sank to its "most doleful phase."

Com

panies once held in high esteem in the business community
went bankrupt and sold for whatever they would bring, or
''ll.
"went into hasty retirement via radio alliances."-"
Hecj l D a n e York, "The Rise and Fall of the Phonograph,
American Mercury, September 1932, p. 12.

Ge 1a11, The Fabulous Phono ;ra.i/h, p . 252.
22ibid. , p. 251.

^York, "Rise and Fall of the Phonograph," p. 12.
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ord sales dropped to an all-time low in 1952:

6,000,000

or approximately 6 per cent of the total record sales of
1927. y

As a result of the combination of radio and the

depression, "the story of the phonograph, as a self-coneg
oamed, independent industry, was done ." '
Throughout this period, even the most adamant op
ponents of radio had to admit that Americans were hearing
more music than at any time in the past.

Its proponents,

on the other hand, foresaw even greater things to come.
The Damrosch programs alone, according to the New York.
Times, reached millions of children through whom "Dr. Daurosch hopes to stimulate the musical activity and taste of
the entire n a t i o n . " G i v e

me your children," he said in

an interview in 1929, "and I will make a notion of music
lovers."2®
Some persons were extremely optimistic about the
future of good music on radio.

Frank A. Arnold, director

of development at NBC, said in 1927 that the taste of ra
ce:
v>Gelatt, The Fabulous Phonograph, p. 255"
2^York, "Rise and F ell of the Phonograph," p. 12.
On September 19, 1950, "humiliation was added to injury
when RCA sponsoi’ed a ceremony in Camden dedicating the
city as ’Radio Center of the World.’" Gelatt, The Fabu
lous Phonograph, p . 251.
^ New fork Times, July 10, 1926, p. 16.
-^Blanche Bloch, "Music on the Air," The Nation,
oune 5, 1929, pp. 670-671.
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dio audiences had turned from jazz; now they preferred
opera and educational programs and only 5 per cent wanted
jazz.

"No program is accepted /“by the audienceJ

it educates, evaluates / or_7 stimulates.

unless

. . . " Later

in the same year the Edison Company sent questionnaires
to 75,000 persons to discover their musical likes, and re
ported that results showed that musical taste in America
was higher than they had believed possible, largely because
of the influence of radio.

Favorite composers of the re

spondents in given order were:
Beetnoven
Schubert
Victor Herbert
Wagner
Mendelssohn
Kreisler
Li s zt
Gounod
ihe ten favorite compositions in oi'der were:
Overture to Tannhauser— Wagner
Poet and Peasant Overture--von Suppe
Marche Mi lit ai re— Sc hube rt
Symphony #5— Beethoven
Unfinished Symphony— Schubert
Ballet Music, Faust— Gounod
Meditation, Thais— Massenet
Liebesfreud— Kreisler
Pinafore— Sullivan
Nutcracker Suite— Tchaikovsky
Jazz, on the other hand, was "severely denounced" in the
,
.
.
60
returned questionnaires.
•^New York Times, April 1, 1927, p. 28.
60Ibid., July 14, 1927, p. 21; Oct. 5, 1927, p.27.
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In another survey, conducted by the Washington
-‘•
-‘ost in 1928, on program popularity, three programs fea
turing concert music placed first, second, and third:
Damrosch, Atwater Kent, ana Roxy, in that order.”"'

Re

sults of a poll of listeners made by the Sylvania Elec
tric Company in 1929 showed .jazz in decline with "classir o

cal and old-time music" taking its place.CJ‘~

In 1950 in a

survey reported in Education Tunes I n , the Commonwealth
Club of San Francisco sent out 55*000 questionnaires in
an effort to determine radio preferences.

Of the 7*000

respondents, 75 per cent wanted more classical music, 85
per cent wanted more semi-classical music, and less than

65

a trird wanted more jazz."'-'

In the same year, George En

gles, NBC concert manager, stated that one
. . . cannot help being convinced that the level of
musical appreciation is constantly rising. . . . Peo
ple write in and ask to hear Scheherazade, Tchaikowsky's Fifth Symphony or Beethoven's Ninth, whereas
five years ago these same people would have been in
a musical paradise if they could only hear the daugh
ter of the family next door play "The Battle of the
Redskins" or "Love's Falling Tear."
He added that everybody now knew Rimsky-Korsakov, Tchai
kovsky, Beethoven, Wagner, Chopin, Schumann, Brahms, and
^ New York Times, March 18, 1926, sec. x, p. 18.
(PP
" Ibid., Aug. lo, 1929* sec. ix, p. 18.
^ L e v e r i n g Tyson, Education Tunes In (New York:
American Association for Adult' Education, T 9 5 0 ) , 0 . 82.
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Rachmaninoff, and even small children knew the musical
64
rnstruments— all largely the result of radio. '
In the
famous survey by Daniel Starch made in 1930, 37.07 per
cent of those questioned said that they preferred classi
cal music programs, and 17.24 per cent listed grand opera
as their favorite.

65

In 1951 Damrosch conducted a poll of listeners to
determine their classical-music favorites.

Tabulation of

the results showed that radio audiences preferred the fol
lowing :
Prelude to Act III, Lohengrin— Wagner
Overture, Tannhauser— Wagner
1st movement, Unfinished Symphony— Schubert
William Tell Overture— Rossini
Overture, Die Meistersinger— Waguer
Overture to Egmont— Beethoven
Overture, Leonora #3— Beethoven
1812 Overture— Tchaikovsky
Andante, Symphony #5— Beethoven
Largo, New World Symphony— Dvorak
Pathetique Symphony— Tchaikovsky
Romeo and Julien— Tchaikovsky
Symphony #9— Beethoven
The list also included works by Brahms and Franck.

In

interpreting the results of the survey, Damrosch stated:
"Tne remarkable thing about the favorites of radio lis^ G e o r g e Engles, "Radio— Friend or Enemy?"
Musician, September 1950, p. 7.

The

u-'Daniel Starch, Revised Study of Radio Broadcasting Govering the Entire United States (New""York:' Na~
tional Broadcasting Company, "1930), p. A15.

129
teners is that they coincide with the selections picked
by a symphonic concert audience of mine” several years
before in Philadelphia.

This new appreciation of music,

he was certain, could be attributed almost entirely to
the radio.
It should be apparent that these surveys, with the
possible exception of the Starch report, cannot be con
sidered equivalent to today’s scientific polls.

In many

cases the sample used may not have been representative of
the population.

However, the great increase in the num

ber of serious musical programs on the air, as indicated
in the preceding chapter, must be evidence of public in
terest because so many astute manufacturers continued to
use rhe sponsorship of serious music broadcasts as the ve
hicle to advertise and merchandise their goods.

An editor

in The Etude spoke for many in 1931 who were concerned
about the state of music at that time and of the effects,
both good and bad, which were attributed to radio by its
critics.

Despite some disadvantages and hardships, he

wrote, through the medium of broadcasting "the public in
five years /-had_7 come to know one thousand times as much
about music as in the previous millennium."

67

cZ
Walter Damrosch, "The Invisible Audience Votes,"
New York Times, Jan. 25, 1931, sec. ix, p. 8.
^Editorial,

"The Triumphant Advance of Music,"

The Etude, January 1931, p. 2:1.

CHAPTER VI
SmRIOUS MUSIC ON RADIO BETWEEN 1932 and 1933
By the summer of 1932, most Americans could listen
to high-quality programs of serious music from their lo
cal network affiliates without the previously common an
noyance of bad reception from distant stations.

The Colum

bia Broadcasting System now included eighty-four affili
ates; the Red network of the National Broadcasting Company
sixty-four; and the Blue network of the National Broadcast
ing Company, twenty-two, virtually blanketing the nation.
(See Appendix B.)

Over this expanding chain of stations,

the summer programs for 1932 reached a wider audience than
those at any time in the past.

Poliowing their usual sum

mer pattern, the networks brought to the air programs in
several park and festival series by major orchestras, as
well as special concerts or short series by groups not
regularly heard during the winter season.

1

Sixteen of

^During the period between 1932 and 1933, there
were many special broadcasts or orchestras and chamber
music groups— too many tc list individually— from Ameri
can orchestras, European orchestras by short wave, Euro
pean music festivals and American music festivals, and
the like. For detailed listings, see:
Serious Music on
C B S , Macmillan Encyclopedia of Music and Musicians,
Broadcasting to "All liomesT An Account of Music: Broadcast 130
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the Sunday evening Lewisohn Stadium concerts by the New
York Philharmonic were broadcast on CBS from 8:30 to
10:00 P.K. with Albert Coates as conductor.“

NBC carried

concerts from Chautauqua Lake, New York, featuring sym,

,

~A

pnonic and choral performances.-'

Howard Barlow conducted

the Columbia Symphony in the Symphonic Hour on CBS on
Sundays from 3-00 to 4:00 P.M.^

The Cleveland Orchestra

broadcast a half-hour of "pops"— classical and semiclassical— music on Sundays from 5^30 to 6:30 P . M . on the
_ ,
5
Ped network.' Prom WOK came broadcasts of the Little
Symphony on Saturdays at 8:00 P.K.° On July 15, July 22,
and August 3, CBS presented three special "Toscanini
Fund" concerts with Sandor I-Iarmati, Theophil Wendt, and
n
Paul Bisler conducting.'
Two other programs appeared on
NBC:

the National High School Orchestra from Interlochen,

Michigan, at 8:15 on Sundays on the Blue network;

and the

new Cincinnati Zoo Opera Company program at 10:45 A.M. on
ing on NBC, the radio section of the New York Times, 19321936, and"the CBS Annual .Reports.
o
‘"Serious Music on CBS, p. 1?; New Yo rk Times , June
1532, sec. ix, p. 5.
-'"’New York Times, July 24, 1932 * sec. ix, P* 7.
lL
Serious Music on CBS, p. 18,
^New York Times, July 24, 1332, sec. ix, P • 7.
6 Ibid.

7

'ibid; Serious Music on CBS, p. 19.

"New York Times, July 10, 1932, sec. ix, P* 3.

Sundays.

The last-named group had recently been "res

cued from financial difficulties" and in this series preQ
sented portions of operas weekly.
1952-1955
The fall and winter season of 1932/1935 promised
more symphonic music than in any previous year, despite
the precarious financial state of many orchestras through
out the country as a result of the Great Depression.

The

New York Philharmonic returned for its third season or
CBS for forty-two concerts, conducted by Issay Dowbrowen,
Bruno './alter, and Arturo Toscanini, from 3:00 to 5:00 P.M.
on Sundays.

CBS also carried twelve of its Young Peo

ple's Concerts with Ernest Schelling conducting and com
menting on trie music on Saturday mornings at 11:00 begin
ning November 12.

Some highlights of the Philharmonic

season w e r e :

Nov. 6:
Jan. 22:
Jan. 29:

Mar. 5:
Mar. 12:

Good Humored L a d ies— S carlatti-T om m asin i
Piano C oncerto #3— P ro k o fie v ( a i r prem iere,
Bruno W alter con d u ctin g)
Five P o r t r a it s , "The Gambler"— P ro k o fie v
( a i r prem iere, Bruno W alter con d u ctin g)
Symphony //2— Howard Hanson
The Pines o f Rome— R espigh i (T oscan in i
con d u ctin g) 10

:JNew 1 ork Times, July 3, 1932, sec. ir, p. 5.
loIbid., Sept. 25,

*932, sec. viii, p. 10.

1'jA

succeeded Walter Damrosch in the pest), which played
lesser-known works by both early and modern composers
such as Lully, Vital!, Holst, and B l o c h . t h e

Radio City

Music Hall concert on Sundays at 12:15 P.M. on the Blue
network;

16

and a new program emphasising the American mu

sical heritage— "Our American Music"— with John Tasker
Howard, teacher and musicologist, as lecturer and commen
tator with the NEC Concert Orchestra on the Blue network,
17
Sundays at 3:00 P.M.
Howard Barlow and the Columbia
Symphony broadcast two series of concerts during this sea
son:

one with Ernest Hutcheson, pianist, on Sundays from

10:30 to 11:00 P.M., playing standard concert!, solos, and
symphonic selections; and a second, featuring various
guest soloists, on Mondays, Tuesdays, and Thursdays from
11:00 to 11:30 P.M.lc
Prom time to time the networks carried series by
major orchestras across the country, such as the San Fran
cisco Symphony on the Red, the Minneapolis Symphony on
1:?Hew York Times, Jan. 15, 1553,
Summers, A Thirty Year History of Radio
p. 31; MacmiTlan Bineyc1ope'di a ," p. FPpb;
"Records anc[ Radio," The Etude, January

sec. ix, p. 11;
Programming,
Peter Hugh Reed,
1933, p. 10.

lbSummers, A Thirty Year History of Radio Program
ming;, pp. 31, 38.
17Ibid., p. 31; Macmillan Encyclopedia, p. 14-96;
Hew York Times, Nov. 24, 193$, sec. ix, p. 15; An Account
of Music Broadcasting, n .p .
1R
Serious Music on C B S , pp. 21-22; New York Times,
Jan. 15, 1T33, sec5 ix, p. IT.
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9

the Blue, and the Los Angeles Ahi 1narmonic on CBS. " ^
These were not to o numerous in the 1930 *s because of the
time d i f f e r e n t i a l between the East and the West co a sts
and the la ck o f f a c i l i t i e s f o r re b ro a d ca stin g delayed
programs.
The trend toward more symphonic music in daytime
hours continued in t h is season .

The B u ffa lo C iv ic Sym

phony, heard on CBS se v e ra l years e a r l i e r , broadcast on
the Red network on Saturdays at 4:00 P . M. “ ~

The C u rtis

I n s t it u t e o f Music in P h ila d e lp h ia con tin u ed i t s CBS s e 
r ie s on Tuesdays from 4:15 to 5:00 P.M ., p resen tin g s tu 
dent and fa c u lt y r e c i t a l s .

The programs t h is year in 

cluded some condensed op era s, such as P e r g o l e s i 's La
Serva Padrona and se v e ra l by Mozart and Wagner.

A ccord

ing to one rev iew er, C u rtis s e le c t e d f o r i t s programs 11em21

bryo and opera s o l o i s t s o f more than average charm .1*

Another famous music s c h o o l— Eastman in R och ester— p re
sented a student s t r in g symphony conducted by Howard Han
son, a lte r n a tin g w ith wood and s t r in g ensembles conducted
by Paul White, Samuel B e l o f f , and Hanson, on the Blue n e t~^Hew York Times , April 25, 1933, s e c .

i x , p. 5*

2QIbid., Jan. 15, 1933, sec. ix, p. 11; Summers,
A Thirty Year History of Radio Programming, p. 34.
p-j

Cyrus P-jsher, "S pring F e v e r," ra d io review c o l
umn, The Forum, A p r il 1939, p . 255-
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work on Thurs

Pc.
-,ys at 4 :00 P.M.'~ Leopold Stokowski pre

sented a sustaining program on CBS on Fridays from 2:30
to

fbich supplemented his commercially spon

sored monthly Saturday evening broadcasts.

In an inter

est: :: correlation of the two broadcasts on one occasion,
1

directed the first act of Parsifal on the Friday after

noon concert and the last two acts on the following evening's broadcast sponsored by Philco (see p. 133) A""'
V/alter Lamrosch began his fifth season of Music A p 
preciation concerts, with an estimated 6,000,000 children
participating, on a network made up of more stations than
that for any other program on the air.

This year he

wisely asked teachers not to grade the work of the chil
dren taking part, out of fear that they might resent asso
ciated work in the classroom and thus turn against the music he wanted them to enjoy.

24

In the spring season, Dam-

rosch conducted five evening concerts, beginning April 11,
on the Red network on Tuesdays.

On each of these he com

pared zhe works of two composers, beginning with Bach and
“^Fisher,

"Spring Fever," p. 253*

York Times, march 26, 1933, sec. ix, p. o;
Serious Music on C B S , pp. 21-22.
^""Damrosch Music Hours," American Magazine of Art,
October 1932, p. 239; New York Times, Sept. *o, l 1)32,
sec. viii, p. 8.
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Or
Bee th oven.
In April 1933, to celebrate the centenary of Jo
hannes Brahms, NBC began a series of six chamber music
concerts of his works, played by the Gordon String Quar
tet and the Musical Art Quartet, with Dr. David Gregory
as commentator on the life and works of Brahms.

26

Sev

eral times during the spring of 1933, noted chamber ensem
bles played in the Library of Congress series at noon on
various weekdays, on programs carried alternately by NBC
and CBS.

The Busch Quartet and the Kroll String Ensemble,

two of these groups, performed such then unfamiliar works
as M a r t i n i s Sextet and Schbnberg's "Transfigured Night."

27

The commercially sponsored classical and semiclassical programs continued in the 1932/1933 season on
the Hed network:

the Cities Service projgram with Jessica

Dragonette in its sixth season, Fridays at 8:00 P.M. ;
Firestone in its fourth season, Monday nights at 8:00; and
the General Electric concert in its second season, Sundays
at 9:00 P.K.28
The Metropolitan Opera started its second season
New York Times, Apr. 2, 1933, sec.

.iii, p. $.

26 Ibid., March 26, 1933, sec. viii, p. 6.
on

OA

Ibid., April 23, 19b3, sec. i x , p. p.

Summers, A Thirty.Year History ox Radio .Program
ming , p. 51.
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on NBC Blue on November 24, 1932, with a performance of
Delibes' Lakme.

Milton Cross replaced Deems Taylor as

commentator and began a career which continued through
several decades as the "Voice of the Met."

the broad

casts made use of the new ribbon microphone, which incor
porated great improvements over those used previously,
and the quality of the broadcasts was reported as su
perb. ^
According to a survey taken by the Hew York Her
ald Tribune during the winter of 1932/1933, a week's of
ferings of serious music consisted of the following:
17.5 hours of orchestral music which, they reported, was
the equivalent of seven concerts of 2.5 hours each; vocal
and instrumental music, 4.5 hours per week; opera, 4.5
hours per week; chamber and choral music, 2.75 hours per
week.

This survey was taken from noon to midnight for a

full week (the week of January 8.. 1933), and did not in
clude the Damrosch Music Appreciation hour."'
Broadcasters, acting on the assumption that lis
teners -wanted lighter musical offerings in tie spring
pQ
‘~>New York Times, Nov. 25, 1932, p. 13.
^Taylor, "Radio— A Brief for the Defense," pp.
553-557.
As this survey included. NOR, which at this
time was not affiliated with a network, the figures are
higher than if they represented the network programs
alone.
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and summer, presented park and festival concerts which
featured lighter works•

In connection with the Chicago

Century of Progress Exposition, the Chicago Symphony
broadcast ten concerts directed by Frederick Stock from
the Auditorium Theater on the Blue network starting on
June 8.

The Philadelphia Orchestra broadcast from Hobin

Hood Dell in Philadelphia, beginning July 8, with David
Mendoza, Alexander Smallens, Eugene Grmandy, Hans Kindler,
and Erno Eapee conducting.

The Philharmonic’s Lewisohn

Stadium concerts, this year originating with PJZ, were
heard on the Blue network on Tuesday and Saturday nights
beginning on July 1*

31

1933-1934
The new season showed that the trend toward more
serious music on the air, evident foi some years, contin
ued undiminished.

The New York Philharmonic returned fox*

its fourth season on CBS from 3:00 to 5:00 P.H. on Sun
days, conducted this year by Bruno Walter, Hans Lange,
and Arturo Toscanini, with Leonard Liebling of the Musi
c al Courier as commentator.

According to CBS, some high

lights of the season were :
^ N e w York Times, May 30, 1933, sec. viii, p. 4;
Serious Music on CBS, p. 22.
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Oct. 5: Symphony #1— Mahler (Bruno 7/alter)
Dec. J:
"Church Windows"— Bespighi (radio premiere)
Feb. 18: Symphony #9— Beethoven (Toscanini conducting
with Metropolitan stars as soloists) ...0
Mar. 11: Missa Solemnis— Beethoven (Toscanini)^
The Philharmonic also continued its Young People's con
certs on Saturday mornings at 11:00 with Ernest Sc helling
33
as conductor and commentator.'
The Boston Symphony returned to the Blue network
Tor its Saturday evening subscription concerts, conducted
by Serge Koussevitzky.

Among the then less-well-known

works played on this series were Elgar's "Enigma" Variaticns and Schttnberg's "Pelleas et Melisande."

54

The Min

neapolis Symphony v/ith Eugene Ormandy as conductor broad
cast on the Fed network on Sundays at 11:30 F.M.

(E.S.T.),

an hour inconvenient for listeners in the eastern half of
the country but more accessible to midwestern and westcoast listeners.

In March 1934, this orchestra began

a new series on CBS, sponsored by the General Household
Utilities Company, on Tuesdays at 9:30 P.H., with music
zp
y New York Times, Nov. 12, 1933, sec. ix, p. 11;
Serious music on CBS, pp . 20, 25.

33

' New York Times,
Serious Music on CBS, p.

ciXi• 7, 19)4, sec. :r, p. 9;
29 .

New York Times, March 4,

1934,

sec. viii, p. 11.

-^Ibid., Dec. 3, 1935, sec . ix, p. 13 •

14-1
Oto
of the lighter, "pops" concert variety.'
Stokowski, who continued his experiments with mu
sic on radio, introduced six fifteen-minute concerts a
week on CBS, sponsored by the Liggett and Myers Tobacco
Company for Chesterfield Cigarettes, at 9 '*'00 F.M.

The

original announcement said that the orchestra would play
"bits and pieces" so that people would not be bored by
long works.

Later, however, they played entire sympho-

37
nies, performing one movement g>er night.'
Another sponsored concert— the Cadillac Hour—
featured nosed conductors and soloists on the Blue net
work on Sundays from 6:00 to 7*00 P.H.

Guest conductors

of the studio orchestra included Bruno Walter, Eugene Ormandy, Fritz Iteiner, Sir Henry J. Wood, and Arturo Tos
canini; soloists included Yehudi Menuhin, Jascha Heifetz,
and Vladimir Horowitz, among others.

The sixty-piece or

chestra played approximately one-half hour of orchestral
music, and the guest stars performed from two to four se58
lections♦ Milton Cross was announcer mid coi\':aentator.
0to
11
" Hew York Times, Marc h 4-, 1 ■;f4-, sec. v iii ,
oerious Musrc"~~on C B S ,~ p . 29.
Tin
J< "Stokowski Plays Quarter He ur Rightly for a JigTimes ,
arette," Newsweek, Dec. 2, 1933, p. 34; Hey;
Dec. p, 1953, sec. ix, p. 1>; Cyrus
uur Cakes," The Forum, March 1934-,
. 189.
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3o, Business Sponsors Race to Give Radio Best in
Music," Newsweek, Dec. 23, 1933, p. 29; Fisher, "Culture
w i t h 0ur Cakes, o. 189; New York Times, Dec. 10,
ix. P . 15*
sec

h
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Other sponsored programs tended to offer works of a
lighter nature, such as the Cities Service program on
Fridays at 8:00 P.M* on the Red network, whose star,
Jessica Dragonette, had been chosen in the annual radio
editors' poll as one of the best "classical" radio voAQ
calists-, y the Firestone program on the Red, Mondays at
8:00 P.M., with an orchestra directed by William Kerripan Daly and guest stars;

40

and a new program, the

Fletcher's C&storia concert on CBS on Wednesdays, 8:50
to 9:00 P.M., with violinist Albert Spalding and baritone
Conrad Thibault and the orchestra of Donald Yoorhees.

41

As in the past few years, even as night-time pro
grams of concert music increased in number, there was
evidence of a growing trend toward more serious-music
programs in daytime hours.

CBS carried the Curtis Insti-

tube programs on Thursdays at 3:45 P.M.;

4?
” on Thursdays

at 5:15 the Eastman School of Music broadcast its stu
dent and faculty recitals and concerts over the Blue net"Annual Poll of Artists Lists Ether's Elite,"
Newsweek, Feb. 17, 1954, p. $4.
^ New York Times, Feb. 17, 1954, p. 34.
41

Serious Music on CBS, p . 29; "Business Sponsors
Race," p. 29.
42

Serious Music on CBS, p. 24
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work.

45'

On Fridays from 2:50 to 4:00 P.2., Stokowski

presented concerts of the Philadelphia Orchestra with
Pitts Sanborn, critic of the New York Jorld-Telegram, as
commentator.

44

The "Rochester Civic Orchestra, conducted

by Guy Fraser Harrison, broadcast on the Blue network on
luesdays at p:00 i.M.

45

Both NBC and CBS again carried

chamber music concerts from the Library of Congress:
CBS on Mondays from 4:15 to p:00 P.K. and Saturdays from
4:50 to 5:30 P.M., featuring the Gordon String Quartet,
the Musical Art Quartet, and the New York String Quartet;
NBC Blue, a series of eighteen concerts by the same groups
on an irregular daytime schedule during the season.

46

Damrosch returned for his sixth, season on NBC Blue
at the usual time:

11:00 to 12:00 on Friday mornings.

Larlier in the year, NBC had expressed doubts that the se
ries could be continued as a sustaining feature at a cost
of 0100,000 per season.

John W. Davis, former Presiden

tial candidate and associate of the Morgan banking firm,*
4
45
-'Summers, A Thirty Year hist cry of Badio Program
ming , p . 40.
44
Serious Music on 035, p. 21; New Y ork Times,
March 4, lQp4, sec. viii, p. 11.
^Nev; York Times, Nov. 12, 1933* sec. ix, p. 11.
"Ibid. Jan. 7, 1934, sec. x, p. 9; May 13, 1934,
sec. ix, p. 9; Serious Music on G B 3 , p. 27"r

,
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began a money-raising campaign to keep the program on the
„ ■ 47
A new series of light-opera programs began on the
Blue network on Tuesday nights, presenting works by Friml,
48
nehar, and Victor Herbert, among others. “

The Metro

politan Opera returned for its third season on the air,
this year sponsored by the American Tobacco Company on be
half of Lucky Strike cigarettes.

Once again hansel and

Oretel was performed on Christmas day, preserving the tra49
dition of the opening broadcast in 1,51.
At the end of 1955, CBS reported that in the year
from January to December 1953, the network had, in 534
r-

broadcasts, presented 368 hours of classical music.-7
During the summer of 1934, the networks, as in the
previous years, broadcast numerous park and festival pro
grams of serious music, although the Lewisohn Stadium con
certs by the Philharmonic had left the network and were
heard only locally from WGR.7^

In July, CBS again began

broadcasting concerts from Robin Hood Dell in Philadel^ "'Uneasy Days for Radio Chains," Christian Century, May 3, 1933, p. 580.
^'°New York Times, March 7, 19 34-, p. 23*
Business Sponsors Race," p. 2 9 •
2"Serious Music on C B S , n.p. See Appendix C for
hour listing by years.

51;Rev/ York Times, May 20, 1954, sec. ix, p. 9.
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phia with Stokowski and the Philadelphia Orchestra on
Saturdays from 8:50 to 10:50 P.K.; DBG carried broadcasts
of the Goldman Band from the Mali in Central Park, New
52
York City.''

CBS announced that it would broadcast forty-

njne concerts of one hour each, several times a week, by
the Detroit Symphony, conducted by Victor Kolar from the
Century of Progress in Chicago.

55

1954-1955
The Philharmonic, having been saved financially by
its fund-raising campaign of the previous summer, returned
to the air for the fifth

5rear,

with Otto Klemperer, Werner

Janssen, Artur Kodzinsky, Hans Lange, and Bruno ’Walter as
conductors, and with Lawrence Gilman as commentator for
the series.

A few of the important works featured in

cluded :
Oct. 7:
Cct. 26:
Nov. 25:
Dec. 9:

Mathis der Maler--Hindemith
Sinfonietta— Janacek (Klemperer)
Lady Macbeth of Mtsensk— Shosts .ovitsch
(Kodzinsky)
Orpheus and Eurydice— Gluck (in concert
form, Bruno Walter).54

Lrnest Schelling conducted the Philharmonic Young Peo^ N e w York Times, May 20, 1°54, sec. ix, p. 9.
;^Ibid., May 27, 1954, sec. x, p. 9; serious Mu
sic on C B S, p. 28.
New York Times, Oct. 7, 1954, sec. viii, p. 10;
perious music' on C B S , pp. 25-26, 52.

14-6
pie's Concerts on Saturdays at 11:00 A
The St. Louis Symphony, conducted by Vladimir
Golschmann, broadcast a series of hour-long concerts on
c>6
the Red network on Monday nights at 11:30.-'
Several other familiar concert programs returned
for the new season:

the Radio City Music Kail orchestra,

conducted by Erno Rapee on the Blue network, Sundays at
12:30 P •H .; ' the Columbia Concert Kail, orchestra and
soloists conducted by Howard Barlow on Wednesdays from
68
10:30 to 11:00 I .M .;the Cadillac Symphony, in its sec
ond year on the Blue network, Sundays at 8:00 P.M., with
50
guest conductors and artists;
ana the NSC String; Orches
tra under Frank Black, 8:00 P.M. on Sundays on the Blue
network.
There were two noteworthy developments in serious
music programming during the 1939-/1935 season.

The first

^Serious Music on CBS, p . 31.
^°New York Times, Dec. 16, 1959-, sec. x, p. 19;
Summers, A Thirty Year History of Radio Programming,
p.

4-4-.

-^Summers, A_ Tuirty Year History of.-adio Prog ram
ping , p . A4-.
up.
Serious music on C IS, P. 33
•^'Sumraers, A Thirty Year History of Radio
__ Programp. 9-3.
...

k^New York Times, Jan. 27, 1935, sec . viii, p. 8 .
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was the sponsorship of two major Sunday evening sym
phonic concerts by automobile manufacturers, demonstrat
ing the increasing interest of advertisers in serious mu
sic:

the Blue network broadcast the General Motors con

cert from 9:00 to 10:00 with a studio orchestra and such
guest conductors as Nicolai Sokoloff, Igor Stravinsky,
and Arturo Toscanini;

CBS presented the other, the Ford

Sunday Evening Hour at the same hour, with Victor Kolar
62
conducting the Detroit Symphony and guest soloists.
Two
programs in the series included the following works:
General Motors concert, Oct. 21, 1934, Grace Moore,
soloist:
r.&koczy March— Berlioz
Depuis le jour, Louise— Charpentier
Don Juan— Strauss
La Procession Nocturne— Rabaud
L 1Oblio— Tosti
Last Rose of Summer— Trad.
Les Filles de Cadiz— Bizet
....
Russian Sailors’ Dance— Gliere°2
Ford Sunday Evening Hour, Oct. 21, 1934, Jascha
Heifetz, soloist:
Overture to Magic Flute— Mozart
Concerto in E for Violin— Mendelssohn
Bridal Chorus, Lohengrin— Wagner
Souvenir de Moscow— Wieniawski
Hungarian Dance $9— Brahms
'vine, Women, and. Song— Strauss
Ave Maria— Schubert
^
Polka and Fugue, Schwanda— Weinberger"
~ New York Times, Oct. 14, 1934, s e c .
1999, sec. viii, p . 13.
_

.

' ibid., Oct. 14, 1934, sec. x, p. 11.
'"'Ibid., Oct. 21, 1934, sec. x, P. 11o^-r . 3
loud.
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Other guests who appeared during the two series were
Gregor Piatagorsky, cellist; the English two-piano team,
Ethel Bartlett and Rae Robertson; and the Metropolitan
Opera soprano, Elisabeth Rethberg. '
An interesting trend of the season was the migra
tion of* many of the major orchestras from evening to day
light or late-afternoon hours during the week.

The Phila

delphia Orchestra, which had had both afternoon and even
ing programs in the past, now had its major concert on
CBS from 3:00 to 5:00 on Friday afternoons, conducted by
Stokowski.

Two works of interest presented by the orches

tra this season w e r e :
The Planets— Gustav Holst, broadcast by short wave to
Sweden, the birthplace of the composer
3-minor Mass— Bach, with the Westminster choir66
The Minneapolis Symphony also changed to a daytime sched
ule, broadcasting a series of concerts on Friday after
noons from 3:15 to 5:00 on CBS, conducted by Eugene Ordn
mandy, with Paul Lemay as alternate conductor. '' The Roch
ester Philharmonic returned, this time on the Blue net68
work, Wednesdays from 3:15 to 4:00 P.M.
And at the sane
^ N ew York Times, Feb. 3, 1935, sec. viii, p. 1. ;
March 24, 1935» sec"." viii, p. 21.
k^Ibid., Nov. 18, 1934, p. 13; Dec. 9, 19 3G,
ix, p. 19; 'Serious Music on CBS, p. 25.

:c.

k''7.>ew York Times, Jan. 6, 1935, sec. ix, p. 15;
Serious Music on OBS, p. 31.
kkNew York T 1mes, Jan. 6, 1935, sec. ix, p. 13;
Sum. iers, A Thirty Year History of Radio Programming, ?.47.
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Lour on CBS, the Curtis Institute returned for its sixth
series of vocal and orchestral recitals.

y

During this year, the amount of chamber music avail
able to listeners on radio increased.

The Gordon String

Quartet performed on Tuesdays from 1:30 to 2:30 P.H., and
on Fridays at 4:30 P.M. on the Fed network; and on the
Blue network on Mondays from 1:45 to 2:30 P.M.'
Library of Congress came two series over CBS:

From the

Fridays

from 4:00 to 5*00 P.M. and Saturdays from 4:15 to 5 : 0 0 . ^
And the Cleveland String Quartet broadcast on Sundays from
11:00 to 11:30 A.K. on C B S .7<" The following works, chosen
from several of these programs, demonstrate the expanding
chamber music repertoire:
Quartet jfl in C — Milhaud
Sonata in B major— Faure
Quartet y-6— Milhaud
Quartet in D major, op. 18, #3— Beethoven
Quartet for Strings— './alter Piston
quartet for Strings— Quincy Porter 73
Kadio music appreciation courses also increased
^ N e w York Times, Oct. 21, 1934, sec. x, p. 11;
Seriou s Music on CBS, p.
^ N e w York Times, Dec. 9, 1934, sec. ix, p. 19;
Jan. 6 , 1933, sec. ix, p . 13.
71Ibid., Dec. 16, 1954, sec. x, p. 19 ; Serious
Music on CBS, p. 32.
72

Serious Music on CBS, pp. 28, 30.

73 New York Times,
Jan. 6, 1935, sec. ix, p. 13;
Seriou s Music on CBS, p. 28.

n c;y\

X.JKJ

number during the 1934-/1935 season.

Juilliard intro

duced a weekly program, "Understanding Music," with How
ard Barlow conducting and discussing selections on CBS
from 6:00 to 6:55 P.K. on Tuesdays.^

Victor Solar and

t;he Detroit Symphony gave several afternoon concerts on
CBS in the late winter, with Edith Rhetts Tilton, education director of the orchestra, as commentator. y Walter
Damrosch, back for his seventh season on NBC, issued a
notebook for students, in addition to the teachers’ guide
already available.

By October, he announced, 105,000 of

these notebooks had already been sent out.

76

The "Opera Guild," a new "tabloid" opera company,
made its debut on the Red network on Sundays at 8:00 P.M.
with Deems Taylor as narrator, sponsored by the makers of
nn
Chase and Sanborn coffee. ' The Metropolitan Opera re
turned for its fourth season on NBC under the sponsorship
78
of the Lambert Pharmaceutical Company for Listerine.
74New York Times, Oct. 21, 1934-, sec. x, p. 11.
^ School and Society, Feb. 2, 1935, P * 14-2.
76Ibid., Oct. 28, 1934-, p. 51?.

77 iJBC cancelled the long-lived Eddie Cantor comedy
program in order to broadcast this opera series. "Rigoletto Is Put to Work Booming Coffee Sales," Newsweek, Dec.
• , 1934-, p. 33.
nl
Mikes All Set to Pick up Prirna Donnas and Ten
ors," Newsweek, Dec. 29, 1934-, p. 18; Summers, p. 47.
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Listeners could also hear the familiar sponsored, lightmusical programs:

Cities Service, Firestone, and the

rontiac program.1'
Most of the programs discussed from 1926 to the
raid-1950's were carried by CBS and the two NBC networks.
In New York and its metropolitan area, however, a great
deal of music could be heard over stations not affiliated
with any network.

WOE, WNYC, and WMCA carried programs by

such musical aggregations as the Perole String Quartet,
the New York Civic Orchestra, the WOR and Greenwich Sinfoniettas, the Bronx Symphony, the Newark Civic Orchestra,
and the WOR Little Symphony— all of which presented music
on
of high quality."' Cxiginally the "flagship" of the Colum
bia Broadcasting System, WOR soon left that affiliation
and remained independent until 1934-, when it became one
of the four original stations in the newly organized Mu
tual Broadcasting System.

In the spring of 19$4, Mutual

carried concerts by the Chicago Symphony Orchestra, origipi
noting with V/GN, on Saturday evenings.1'
79 Summers,
o
A Thirty Year History of Radio Programming, pp. 43- 44 .
Feb. y
P . 21

y

80 New York Times, Jan. 6 , 1955, sec. ix
^yy sec. viii, p. 15; March 24, 1<[;;5
x

y

♦

siibia ., April 14, 1935, sec. ix, p. 15

At the end of 1934-, CBS announced that it had pre
sented, in 639 broadcasts, 4-4-4- hours of classical music.
NBC claimed that classical music made up 13.6 per cent of
its music programs; semi-classical,

17*7

per cent; opera,

1.6 per cent:
a total of 32.9 per cent of its music proQQ
grams.0
During the calendar year 1934-, on both networks,
nineteen major symphony orchestras appeared regularly or
83
on special programs. ^
As in past years, summer programming in 1934- showed
the trend to lighter musical works.

The Philharmonic

concerts from the Lewisohn Stadium broadcast over ¥OH,
but were heard only locally. r

Prank Black and the NBC

String Orchestra performed on Sundays at 8:00 P.K. on the
Blue n e t w o r k . °5

Both the Chautauqua Symphony and the

Seattle Symphony appeared on NBC during the summer.06 Prom
the San Diego Exposition, CBS scheduled concerts by the
San Diego
82

and San Francisco symphonies and the Los AnBroadcasting to All Homes, I, 30-31.

°^New York Times, Jan. 3* 1936, sec. ix, p. 8. See
Appendix C.
'"'^Ibid., June 2, 1935, sec,. ix, p. 9.
6 ^Ibid., June 30 , 1933, sec . X, p. 11.
8 6 Ibid., June 2, 1935, sec. ix, p. 9; July 21,
sec. ix, p. 11 •
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Geles Philharmonic, alternating on Tuesdays, Thursdays,
and Saturdays.°/’ Returning for the summer months were the
Symphonic Hour with Howard Barlow and Victor Bay conduct
ing che Columbia Symphony on CSS on Sundays from 5:00 to
h:0C P .1:.;°° and the Radio City Music Hall orchestra with
• rs';
A.

Brno Rapee on Sundays at 12:30 F.M. on NBC Blue.~
1955-1936
On its return for its sixth season, the Philhar
monic, with Otto Klemperer, Hans Lange, and Sir Thomas
BeecLam as conductors, was presented to the largest audi
ence in its history as the CBS network now embraced more
90
than 100 stations.y

Some important musical works pre

sented by the Philharmonic during the season included:
Dee. 8:
Dec. 15:
Jan. 5:
Jan. 12:

A special Sibelius concert, broadcast to
Finland in honor of the composer's seven
tieth birthday (Klemperer)
Symphony y2— Mahler (Klemperer)
Orchestral Suite— Gustav Holst (Beecham)
All-English program (Beecham)
First performance in America of Symphony
-#1— William Boyce*
•

~^New York Times, July 11, 1935, sec. ix, p. 11;
Serious Music on C B S ,' p. 39-.
QQ
U^Serious Music on C B S , p • 33 •
89,Hew York Times, July 21, 1935, sec. ix, p. 11,
90 Ibid., Sept. 15, 1955, sec. ix, p. 11.

Jan. 19:
Feb. 23:

Shr ops hire Lad— But t erwor th
Finale, Koanga— Delius
First performance in America of Facade
Suite— William V/alton (Beecham)
First radio appearance of Rudolf Serkin,
pianist, in America 91

The Philharmonic children's concerts with Ernest 3cbel
li n.~ as conductor and commentator returned to CBS on Sat
urday mornings from 11:00 to 1 2 : 0 0 . ^
Other major orchestras resumed broadcast schedules
on radio in the fall and winter season.

One Boston Sym

phony, conducted by Koussevitzky, returned to the Blue net
work at 6*15 P.M. on S a t u r d a y s a n d the Rochester Phil,
,
qn.
harmonic broadcast on Thursdays at 8:30 r.M."
The Minne
apolis Symphony returned to a late-night schedule on CBS
on Thursdays from 11:30 to 1 2 : 3 0 . As in the preceding
year, the General Motors program or- N B C . presenting guest
conductors and noted vocal and instrumental soloists, and
the Ford Sunday Evening Hour on CBS with the Detroit Sym
phony again appeared on Sunday nights at the same hour—
^ Serious Music on C B S , pp. 32, 4-0-41.
^ l'bia., pp. 51, 41.
:"^New York T ime s , Oct. 6, 1935, sec. xi, p. 13;
Summers, A Thirty~Tear"History of Radio Programming, p . 51*
94
y Summers, p. 52.
qg
-^New fork Times, Nov. 24, 1935, sec. ix, p. 15.
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Q ft
10:00 P.M.

Talcing advantage of the audience created

by the musical offerings, both automobile manufacturers
presented intermission talks:

General Motors on safety

topics; the Ford program presenting ¥,. J. Cameron in what
one critic called "reactionary rumblings" which gave expression to Henry Ford's political and economic outlook.

97

Both programs received great quantities of mail request
ing reprints of these talks— 5,130,000 requests in a year
for the V/. J. Cameron talks, of which 157,000 were for one
98
talk alone.
General Motors got requests from 4,500,000
listeners for a single talk, "We Drivers."

99

The number

of letters received must give some indication of the num
ber of listeners to these programs, since audience response
to radio programs falls far short of 100 per cent.
Other evening and weekend symphonic programs on
radio during this period included:

the Cincinnati Sym

phony, conducted by Eugene Gooesens, and the Chicago Sym
phony, conducted by Frederick Stock, on Mutual alternat96
' Summers, A Thirty Year History of Radio iro,grammi ng, p. 51.
97

✓
Howard Taubman, Music Is My Beat (New York:
Simon and Schuster, 1945)", p. 190.
Oft
y W . J. Cameron, The Ford Sunday Evening H our
Tallis (Dearborn, Mich. : "Th e Ford Motor Co., 19377", p assim.
Titles of some talks were:
"The Small Town," "Machinery
Creates Employment," and "Principles in Business."
99ITew York Times , March 8, 1956, p. 10.
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ing Saturday evenings;

100

the Cleveland Orchestra "pops”

concert on the Red network on Sundays at 4-:50 iM.n

101

the Radio City Music Hall concerts on the Blue or: Sundays

TOP

at 12:50 P.H.; "

the NBC String Symphony with Frank

Black conducting, on the Blue, Thursdays, from 8:15 to
9:0C

and the Wallenstein Sinfonietta from WOR104
mutual at 9 =50 P.H. on Wednesdays.
Both trie String

Symphony and the Sinfonietta performed music not commonly
heard on radio, from the baroque and classical periods,
as well as contemporary works.

Wallenstein stated that

he could not perform the familiar repertoire without stultifying himself and his audience.

105

Once again listeners could hear a considerable
amount of serious music during daytime hours.

The Curtis

Institute program returned to CBS on Wednesdays from 4:00

100'hew York Times, Feb, 16, 19?6, sec. ix, p. 15*
im

Summers, i. Thirty Year History of Radio Program
ming, p. 51*
New York Times, Sept. .15, 1935« sec. ix, p. 11;
Summers, A Thirty Year History of Radio Programming, p .51 *
10^ New York Times, Dec. 15, 1935, sec. xi, p. 17.
104TK;
,
Ibid.,
Sept. 15, 1935, sec. ix, p. 11.
105m.
’Taubtnan, Music on My Beat, p. 190. Alfred 'Wal

lenstein, conductor of the Sinfonietta, was formerly
first cellist with the New York Philharmonic under Tos
canini and became musical director of the Mutual Broad
casting System.
Leonard Liebling, "Music and the Radio,"
Who Is Who In Music (Chicago: Lee Stern Press, 1941),

p . T5i:
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to 4: -y

CBS presented a new program from the Cincin

nati Conservatory, featuring vocal, instrumental, and cham
ber works by students and faculty members on Saturday

1(Mi

mornings from 11:15 to 12:00.""''''

The Rochester Civic Or

chestra, conducted by Guy Fraser Harrison , presented two
concerts a week on the Blue network:

Tuesdays from 1:4,5

to 2:15, and Wednesdays from 3:00 to 4:00
As in past years, CBS broadcast concerts from the
Library of Congress on Tuesdays from 5:30 to 4:30 A.A.
Some chamber groups heard in this series included the Pro
Arte Ciartet and the Cincinnati Woodwind Ensemble.

ABC

also carried performances of Some of the Library of Con-

"LOS

gress concerts on its "Music Guild" program. ''

Another

chamber music series was given on CBS by Alexander Seramler, pianist, who played all of the Beethoven Sonatas or
the series.

10Q

J

Reflecting a renewed interest by the public in ba
roque music, the American Society of Ancient Instruments,
which had been organised to revive old music and the in106Serious Music on C B S , p. 31; Summers, A Thirty
Year_ ..istory of Radio 'Programming, p . 55•
1Q^ flew York Times, Jan. 12, 1936, sec. ix, p. 14;
Surmners , A" Thirty Year "History of Radio Programming, p .55
'''"""New York Times, Jan. 5» 1936, sec. ix, p. o;
An Account of Music Broadcasting on NBC , n .p .
109.,
•
Serious
Music on CBS, p. 42.
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struments on which it was played, presented a series of
concerts on the Red network, Wednesdays at 2:00 P.M.,

? 10

with Madame Olga Samaroff Stokowski as c ommentator.~

Another unique program, "Music Is My Hobby," introduced
by Ernest LaPrade on NBC, featured performances by musi
cal amateurs such as:

Charles M. Schwab, president of

Bethlehem Steel, organist; Frederick B. Robinson, presi
dent of City College of New York, cellist; Walter Hamp
den, actor, cellist; Henrik Willem van Loon, historian,
violinist; and Professor Vladimir Parapetoff, electrical

111

engineer of Cornell University, violinist,*

waiter Damroscb. began his eighth year over seventythree stations on both NBC networks and some Canadian sta
tions.

In this year, Damroscb. made no non-radio appear-

112

anc es .

In addition to its usual Saturday afternoon mati
nees from the Opera House, the Metropolitan Opera inaugu
rated a new program, the Metropolitan Auditions of the Air,
113
in which aspiring singers competed for opera contracts."
110New York Times, Jan. 12, 1936, sec. ix, p. 14;
C. S. Marsh,’ ed., Educational Broadcasting, 1936 (Chi
cago:
University o f C h i c a g o Press, "Ty37), ?• 355*
11 ^An Account of Music Broadcasting on NBC , n .p .
112New York Times, Oct. 5, 1935* P* 20; Instruc
t o r ’s Manual, NBC Music Appreciation Hour, 1935-56, p. x.
■^^New York. T imes, Jan. 12, 1936, sec. ix, p. 14.
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The new program was broadcast on Sundays at 5:30 P.K. on
the Red network, while the Opera performances, on a sus
taining basis this year, were carried alternately by the
Red and Blue networks.

114-

In the summer of 1936, WOR carried both the Lewisohn Stadium concerts of the Hew York Philharmonic and
the WOR Sinfonietta under the direction of Alfred Wallenstein. 115x

CBS continued its practice of broadcasting the

Robin Hood Deli concerts of the Philadelphia Orchestra,
and this year, the conductors were Alexander Smailens,
Jose Iturbi, Guy Fraser Harrison, Willem van Hoogstraten,
116
and Erno Rapee.'

CBS also presented Howard Barlow, con

ducting the Columbia Symphony, with Henry M. Neely as coia1] 7
mentator, in a program called "Everybody*s Music." ' An
other program on CBS had begun in the spring but continued
through the summer months:
lumbia Chamber Orchestra.

Victor Bay conducting the Co
Yella Pessl, harpsichordist,

appeared as guest soloist from lime to time on the program
which was heard on Tuesday afternoons from 4:30 to 5:00.
114. ■lew York Times, May 3, 1956, sec. xi, p. 14.
~ ^ Ibid. , June 14, 1956, sec., x, p. 10.
-j

"L ^Serious Music on C B S , p. 42.
117Ibid., p. 36.
113Ibid.
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NSC carried the Boston "Pops" Orchestra under Arthur
Fiedler on the Blue network, Saturdays at 8:30 P.M.; the
NBC String Symphony with 'Prank Black on Tuesdays from
10:00 to 11:00 P.M.;119 and the Radio City Music Hall or120
chestra at its usual Sunday hour.
The Chautauqua Sym
phony broadcast from Chautauqua Lake, New York, its Satur
day morning children's concerts, conducted by Georges Barrere and Howard Hanson on NBC Blue.

121

The same network

carried a series of concerts by the Coolidge String Quar
tet from the Library of Congress at 11:30 P.K. starting
August 7.

122

1936-1937
The new autumn and winter radio schedule showed an
imposing array of serious music programs.

The Now York

Philharmonic returned to the air with the announcement that
it had signed for five more years of broadcasts on CBS.
Conductors for this season were John Barbirolli, Igor
Stravinsky, George Enesco, Carlos Chavez, and Artur Rod123
zinsky, with Deems Taylor as commentator.
Some high~ ^ New York Times, June 19-, 1936, sec. x, p. 10.
"c'Q Ibid., June 14, 1.936, sec. x, p. 10.
1^*
1Ibid. , July .12, 1936, sec. x, p. 14.
122
' Ibid., Aug. 2, 1936, sec. x, p. 10.
,Cerious Musi cron CBS, pp. 41, 50,
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lights of the season's programs were:
Stravinsky conducting "Petrouehka," the "Firebird,"
and "The kite of Spring"
Chaves conducting his own "Sinfonia de Antigona" and
"H.P."
Rodzinsky conducting Electra by Richard Strauss, in
concert form
"Voice in the Wilderness"— Bloch
King David— Honegger 124
ihe Philharmonic's Young People's concerts on Saturday
mornings continued on CBS with Ernest Schelling as conduetor and narrator.

125

Other symphony concerts also returned to the air
in the autumn of 1956.

The Philadelphia Orchestra broad

cast a thirty-minute concert once a week, sponsored by a
group of banks, with Qrmandy and Stokowski conducting.

126

The Rochester Philharmonic, conducted by Jose Iturbi,
broadcast on NBC Blue on Thursdays from 6:50 to 9:50
P.K.1 2 '7

Both the Radio City Music Hall orchestra with

Erno Rapee and the NBC String Symphony with Frank Black
128
returned to the Blue network.
In their third season on
CBS, the Ford Sunday Evening Hour had Alexander Smallens,
Fritz Reiner, Jose Iturbi and Victor Kolar sharing thei
124

Serious Music on CBS, P • 50;
Feb. 14, 1957, sec . x, p ..1'2“
125c,
•'oermus„ Mus ic on CBS, p p . 41
126-rIbia.,
-, .
p . 4-5; New York Times
sec. x, p. 11.
i27
~ 'Hew York Times, Jan. 17, 1957, sec. x, p. 11;
Summers, A Thirty Year History of .uadio Programming, o.60.
128hew York Times, Dec. 15, 1936, sec. xi, p. 12.
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conducting.
Red network.

The General Motors concert returned to the
Ford retained its regular 9:00 to 10:00

f.M. position, but General Motors, to avoid further con
flict with the Ford program, moved to 10:00 P.M. on Sun
days, a move which benefited the listener as well as Gen129
eral Motors.
WOR-Mutual continued the broadcasts of
the Wallenstein Sinfonietta on Tuesday evenings at 10:00

Continuing the trend started two years earlier,
the networks scheduled a large number of serious music
programs for the daytime hours.

CBS presented recitals

from the Cincinnati Conservatory from 11:00 A.M. to 12:00
on Saturdays, and from the Curtis Institute on Wednesdays
from 4:00 to 4:45 P .M .^ ^ ^

From the Blue network came the
132
Cleveland Symphony on Wednesdays at 2:.30 P.M.
and the
Rochester Civic Orchestra from 3:00 to 4:00 P.M. on Mondays, Guy Fraser Harrison, conductor.

133

The Cincinnati *
9
1

12'^Program Notes, Ford Sunday Evening Hour, Feb.
19, March 14, March 28, April 25, 1937; Serious Music on
C B S , pp. 43, 58; New York Times, March 7, 1937, sec. xi,
p. 10; Jan. 17, 1937, sec. x, p. 11; Feb. 14, 1937, sec.
xii, p. 12.
x;,Ji\Tew York Times, March 7, 1937, sec. xi, p. 10;
Summers,
Thirty fear History of Radio Programming, p .60.
1 ^Serious Music on C B S , p p . 45-46.
■'“Summers, A Thirty Year History of Radio Programmrn£, P . 63 •
•‘• ^ New York T iroes, Jan. 17, 1937, sec. x, p. 11

16J
Symphony broadcast on CBS on Fridays from 3:00 to 4-:45
P.M. with Eugene Goossens as conductor.

154

As part of its "School of the Air" series, CBS
introduced a program on Tuesdays from 2:15 to 2:45 P.M.
which featured little-heard music.

An orchestra con

ducted by Bernard Herrmann performed compositions by per
sons more famous for other accomplishments than music.
Among works presented were the following:
Cct. Ip:

Excerpts from an opera, concerti, and sym
phonies by Frederick the Great of Prussia
Oct. 27: Songs by Henry VIII of England
Nov. 1?: Songs by the poet Sidney Lanier and by the
German philosopher Nietzsche
Dec. 1:
An opera by Jean-Jacques Rousseau
On unspecified dates:
Works by Richard I of England, Henry IV of
France, Marie-Antoinette of France, Charles
I of England, Queen Hortense of Spain,
Samuel Butler, Lorenzo de Medici, Machiavelli, John Milton, Samuel Pepys, and
others 135
On another CBS program, beginning in December 1936, "Mod
ern Masters," contemporary composers appeared in recitals
of their own works:

Aaron Copland, Alexander Talisman,

Paul Pisk, Lydia Hoffman Behrendt, Ernst loch, Serge Pro
kofiev, Carlos Salzedo, Carlos Chavez, and Louis Gruenberg. 136
^-^Serious Music on CBS, p. 47-^'Ibid. , pp. 40, 46.
^^Ibid. , pp. 42, 46-47,
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The number of chamber music programs increased
during this season.

From the Library of Congress both.

CBS and NBC broadcast concerts in the Chamber Music Festi
val.

CBS presented the Coolidge String Quartet in a cycle

of chamber works by Brahms; they also broadcast the series
in which the Kreiner String Quartet played all the Mozart
string quartets, on Fridays from 3:00 to 5:30 P.M.

167

BBC

in its "Music Guild" series broadcast the performances of
the Kreiner, Kolisch, Coolidge, London, Philharmonic, and
milton Katims String Quartets.

138

The Music Appreciation Hour with Walter Damrosch
returned for its ninth season on the air but at a differ
ent hour.

In August 1936, NBC announced that it planned

to change the time of the programs from 11:00 A.IN. to 2:00
P.M. because a poll of the nation's schools showed that
educators preferred to have the program later in the day.
Damrosch conducted and explained 132 works during the season. 139
"'
One interesting program, innovation in the season
was the NBC Home Symphony,

"designed to promote the appre

ciation of fine music and to stimulate the interest in mu-'Serious Music on CBS, p p . 59, 47.
^ ° New York T imes, Nov. 15, 1936, p. 10; Dec. 3?
18.36, sec. xi, p. 127* March 7* 1937, sec. xl, p. 10.
• ^ I bid., Aug. 2, 1936, sec. x, p. 10; "NBC Music
Appreciation Hour," The Btude , October 1936, p. 620.

]an
sic performance by amateur musicians."'

Under the di

rection of Ernest LaPrade, one of the musical directors
of NBC, neighbors were encouraged to gather and play along
with the radio orchestra.

Sometimes the program included

movements from well-known symphonies, or a shorter sym
phony in its entirety.
difficult passages.

LaPrade explained and demonstrated

Requests for scores for instrumental

parts reached 6,230 in the spring of 1937, the largest
number for first violin, piano, second violin, viola, bass,
141
and bassoon, in that order.
The interest in and response
to the program helped to refute the claim of opponents of
radio that the medium discouraged participatory music.
Some programs returning to the air were the Fire
stone concert and the Cities Service program, back for
their fifth and seventh years respectively;

142
' the Metro

politan Auditions of the Air in its second; and perform
ances from the Metropolitan Opera house on the Blue network for the sixth season.

143

140 An Account of Music Broadcasting on NBC, n .p .
XH’J'Philip Kerby, "Radio's Music," North American
Review, Summer 1936, p. 307; Howard, "Better'"Cays" for
Music," p. 488.
142.-,
cummers, A Thirty Year History of Radio Programmin £1* p. 59.
145-r
-L bid.
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Continuing its tradition of many years, the New
York Philharmonic broadcast its Lewisohn Stadium concerts,
144
this summer on CBS on Sunday evenings.
The same net
work. carried a series of concerts from Grant Park in Chi
cago, financed by the Chicago Federation of Musicians,
James C. Petrillo, President, to provide employment out
of union funds for musicians.

Organizations heard in this

series included the Chicago Women's Symphony, conducted by
Ebba Sundstrom; the Chicago Civic Orchestra, conducted by
Leroy Shields; and the Chicago Philharmonic, conducted by
Richard Czerwonky.

"]Li.^

,

y The Philadelphia Orchestra again

broadcast from Robin Hood Dell on Saturday evenings over
the Red network.

146

Also heard on the Red were Sunday af

ternoon concerts from Chautauqua Lake, New York, conducted by Albert Strossel.

]47

The Blue network once more

broadcast concerts from the National Music Camp at Interlochen, Michigan, by the National High School Orchestra,
148 CBS in its
under the direction of Dr. Joseph Maddy.'
144,,
New York Limes, July 25, 1937, sec. x, p. 11;
Summers, A Thirty Year History of Radio Programming, p .63.
14^Summers, A Thirty Year History of Radio Program
ming , p . 49.
146
^4
^New York Limes, July 25, 1937, sec. x, p. 8.
14? Ibid.
148 Ibid.
T, . .
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series "Everybody's Music," played American music commis
sioned by the network especially for this program, “"^ihe
Radio City Music Hall orchestra concerts continued through
the summer as tney had in past y e a r s . B o t h HBC and CBM
. ,
151
c a m e o , programs of chamber music on weekday afternoons. ~
1937-1938
Among programs returning to the air in the fall of
1937 was the Metropolitan Opera, now in its seventh sea
son of broadcasting, presenting its Saturday matinees on
the Blue network.

■Jt~ Metropolitan officials estimated the

listening audience at

33 ,000 .000 ,

including thousands of

home-study groups who followed the performance with scores
ISo
and librettos. ^

The Metropolitan Opera Auditions, also

on the Blue network, were heard on Sundays at .3:00 P.M.,

15/1

sponsored by Sherwin-Uilliams. -

The number of serious music programs available in
Serious Music on CBS, p. 4-8; New York Times,
July 23, 19*57', sec. x, p. d.
1^°New York Times, July 25, 1937, sec. x,

.

8.

^ Ibid. , Aug. 1, 1937, sec. x, p. 10.
152
Summers, A Thirty Year History of Radio Pro
gramming , p. 71; Rev; York Times, Jan. To,”1958, sec. x,
p."ICT
l^A"Symphony Season," Time, Oct. lb, 1937, p. 53;
uhe musician, January 1938, p. 16.
15^1,ew Y or k Time s , Jan. 1, 1938, sec. x, p. 11;
Her by, "Radio*
1s Music,1' p. 311*
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the daytime continued at a hign level this season.

The

Cincinnati Symphony, conducted by Eugene Gcossens, pre
sented a half-hour concert every Friday at 5:00 P.H. on
CBS.

155

From the same city and over the same network came

concerts by the students, faculty, and orchestra of the
156
Cincinnati Conservatory. ^

Fritz Seiner conducted con

certs from the Curtis Institute in Philadelphia on CBS on
Wednesdays from 5:45 to 4:50 F.H.

157

On the Blue network,

the seventh series o'f~'Kochester Civic Orchestra concerts,
conducted by Guy Fraser Harrison, were heard on Mondays
at 6:00 P.M. and Tuesdays at 1:45 P . M . ^ 0

A new daytime

concert this season was broadcast from Mutual— the Car
negie Tech Symphony from Pittsburgh, at 1:50 P.K. on Satur
days.~- y

A new series on CBS, the Handel Concerto Grosso

series, presented Bernard Herrmann conducting the Colum
bia. Concert Orchestra, which- performed one concerto each
155
■'' Serious Music on C B S , p . 47.
^-^New York Times, Sept. 12, 1957, sec. xi, p. 8.
i

f.“

ri

dbid.; Serious Music on C B S , p . 55 *
• ^ S u m m e r s , A Thirty dear History of Eadio Pro
gramming, p. 71; Hew Y o r F l i m e s V "JahO .16’, I93H," sec. x,
p . 1.
^•^Hew York Times, Jan. 16, 1958, sec. x, p. 11
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week, in addition to works by ancient and modern composers
including those by Matthew Locke, Francesco Mane ini, and
Charles Ives.160
Although the annual chamber music concerts from
the Library of Congress continued this year on NBC and
CBS, there appeared to be a general decrease in the number
of hours devoted to chamber music broadcasts during the
daytime hours.161
The NBC Horae Symphony, with Ernest LaPrade as con
ductor and commentator, returned to the air on Sundays at
12:00 noon on the Red network.16^

CBS also contributed

to home music-makers by introducing the sounding of A -440
several times daily for the correct tuning of instrumenus.

16B

"

The Music Appreciation Hour, now in its tenth

season, continued in its afternoon time on the Blue netwoik,16^ and the Philharmonic Young People's concerts on
CBS returned on Saturday mornings.

165

Although there were numerous serious music broad160Seriouc Music on C B S , p. 59•
lo1New York Times, May 15, 1938, sec. ix, ?. 5*
162

Summers, A Thirty Year1 History of Radio Program
ming, p. 67; An Account of MusicHTroadcas blngf on - .~J, n.o.
166New York Times, Jan. 2, 1938, sec. x, •J• 12.
1cj±
' Ibid., dan. 16, 1958, sec. x, p . 10 ; H30 •iusic
Appreciation Hour Instructor's Manual.
I65hew York Times, Oct. 3, 193?, sec. x i , p . 10;
Serious Music on CBS, ;.v. 54-•
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casts during the daytime hours, the evening schedules this
season were crowded with major orchestral programs.

The

New York Philharmonic returned to CBS with John Barbirolli
as permanent conductor, George Enesco as guest conductor,
and Deems Taylor as commentator.

The network claimed that

the program had 32,000,000 weekly listeners.

Eugene

Ormandy, conducting the Philadelphia Orchestra, began a
series on the Blue network on Mondays at 9:00 P.M., spon
sored again by a group of American banks,

W. M. Kip-

linger spoke on current economic and political affairs on
each program. w

The Cleveland Orchestra, conducted by

Rudolph Ringwald, was heard over the Blue network on Wed
nesdays at 9:00 P . M . ^ ^ A long-time favorite, the Radio
City fiusic Hall orchestra, still under the direction of

_

Erno Rapee, continued its usual Sunday schedule.

16°

y Two

programs which specialized in lesser-known musical works
--the NBC String Symphony and the Wallenstein Sinfonietta *
l
lo nrjike Networks Present More and Better Unspon
sored Programs," Newsweek, Nov. 8, 1937, p. 26; New York
Times, Oct. 3, 19571 sec, xi, p. 10.
^ ^ New iork Times, Oct. 3, 1937, sec. xi, p. 10;
Summers, A Thirby "Year History of Radio Programmin'.::, p .6 c .
l8PyNew Tork Times, March 6, 193b, sec. xi, p. 10;
Summers, A fairty Year History of Radio Programming, p .67•
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’ ' Nev- York Times, Jan. 16, 1938, sec. x, p. 10;
Summers , A "Thirty‘"Year" History of Radio Programming, P .66.

171
— returned to i.BC and Mutual respectively.

170

Soloists,

ensembles, and a symphony orchestra under the direction,
of Howard Hanson were heard from the Eastman School of
-i ft* —

Music on the Blue network, Thursdays at 9 : GO T.K.

'x The

Ford Sunday Evening Hour, in its fourth season on CBS,
presented the Detroit Symphony with guest conductors Eu
gene Grmandy, Frits Reiner, Ernest MacMillan, Jose Iturbi,
and John Barbirolli.

'

The General Motors program re

turned with Erno Eapee conducting the orchestra and a
repertory company which included Jussi Sterling, Helen
Jepson, Donald Dickson, Richard Tauber, Joseph Schmidt,
and Grace Moore.

John B. Kennedy read the "Science Hews"

weekly as an intermission feature.

175

The Mutual network, now expanded to seventy-seven
stations (see appendix 3), broadcast several new programs:
the Indianapolis Symphony, conducted by P&bien Sevitzky on
174
Sundays at 9 :30 P.M., 1 ' and the Symphonic Strings, con
ducted by Alfred Wallenstein. 175

Mutual also carried

1 ^ S u m m e r s , A Thirty Year History of Radio Program
m ing; , p. 68; An Account of Music Programming on NBC, n.p.

^ ^ N e w Y o r k Times, Jan. 18, 1933, sec. x, p. 11.
72,Serious Music on CoS, p. 62.

vJC C *

“I

12
York Times, Sept. 19, 1937, sec. xi,
10;
The
Musician,
Januar
1933
x
i
,
p
.
sec.
19 37,
174 New
, ,, York Times, Lee. 12, 1937, sec. xi,
1|7^lbid., May 26, 1933, sec. ix, p. 10

j• 14.
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fourteen concerts of the Chicago Symphony on Saturday
1 7A
nights. '
It appeared to NBC officials that Americans v/ere
turning more and more to symphonic music by choice.

In

tie winter of 1936/1937, David Carnoff, president of EGA
and chairman of the National Broadcasting Company, con
ceived the idea of augmenting the NBC studio orchestra to
a full-time symphony, for two projected purposes:

to sup

ply the constantly growing demand for more symphonic mu
sic on radio, and to present this music under ideal coni 77
diticns.
Sarnoff commissioned Samuel Cnotzinoff, mu
sic critic of the New fork Evening Post, to go to Italy
to convince Arturo Toscanini, now in retirement, to return
as conductor of the orchestra which would be set up accord
ivd
m g tc his specifications. ' Toscanini agreed to come, as
the New York rimes reported,

"to have one more chance to

advance the cause of music among the masses."

179

Another

~L^°Nev/ fork Times, Oct. 3, 1937, sec. xi, p. 10.
^ NBC Symphony Orchestra (New York:
National
Broadcasting Company, 1
9
p. 10. Fortune reported
that one of the principal reasons for“the move was to^en
hance NBC's reputation for public service.
"Toscanini
on the Air," Fortune, January 1936, p. 113.
1

Symphony Orchestra, p. 10.

179rx r in E. Dunlap, Jr., "Music in the Air," New
York limes, March 7, 1957, sec. xi, p. 12.
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consideration was the 340,000 he would receive for con
ducting a series of ten concerts, with NBC cay ins the
United stated federal income tax on that sum.1^0

Artur

Aodzinsky, conductor of the Cleveland Orchestra, was ap
pointed to select the musicians and drill the orches"I/■■■1
tra. ^
He auditioned players from all the major sympho
nies in the country and took lead players from several.
Among obese were:

first viola, first horn, and bassoon

from Cleveland; tuba and one violin from Cincinnati; three
strings, trombone, and tuba from Detroit.
ter came from the Chicago Symphony.

The concert mas

An agreement was made

with the Philharmonic and the Boston Symphony that no men
were to be taken from them, but the Philadelphia Orches
tra agreed to loan some players when they were not needed
,
/-*
, 182
by Crmandy.
Although the orchestra cost NBC 3250,000 a year,
*j iA7,

the network did not seek a sponsor for the series.
they did, however, encounter some difficulty in schedul
ing the program.

The original plan had been to present

1°^"Toscanini on the Air," p. 112
■^^NBC Symphony COrchestra, p. 11.
~u "Toscanini on the A i r ," p. 112
lo5Ibid. ; New Yoi’k Times, April 4
p . 12.
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it on Thursday nights, but this conflicted with the sub
scription concerts of the Philharmonic and other orches
tras across the nation.

Sunday was ruled out because of

the great number of serious music programs already avail
able to listeners on that day and evening.

The network

finally selected Saturday night at 10:00 as the time for
the broadcasts.

134

In the belief that a large studio

would contribute to the desired "ideal conditions," the
concerts were performed in the immense studio 8H at Radio
City before a specially invited audience of 1,400 guests
each week.
On November 13, 1937i the orchestra made its debut
under the direction of Pierre Monteux, who continued as
conductor* through November 27.

Artur Eodzinsky conducted

the performances of December 4, 11, and 13.

On Christmas

night, .irturo Toscanini led the orchestra on the air over
both NBC networks, the chain of stations of the Canadian
Broadcasting Commission, and five international short
wave stations.

"Never /_ had_7 any conductor or orchestra

served, such a vast audience."

The first Toscanini program

134
~ Clin Downes, "Toscanini Series," New York Times,
act. 3, 1937, sec. xi, p. 7.
1o ^N b C Symphony Orchestra, p. 12.
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consisted of the following works:
Concerto Grosso in G Minor, op. 3, no. 11— Vivaldi
Symphony y4C in G Minor— Mozart
Symphony #1— Brahms
weekly through March 5? Toscanini conducted concerts
which included works by Schubert, Beethoven, Richard
Strauss, Sibelius, and Mendelssohn.

The offering, conser

vative and perhaps old-fashioned by 1933, was concluded
with an all-V/agner program.000

On March 1, 1933, at the

close of the series, he signed a three-year contract,
stipulating that in the coming 1933/1939 season, he would
direct as many as twenty concerts.1 0 '
The creation by a radio network of a rna^jor symphony
orchestra especially for broadcasting purposes and with
the most celebrated conductor in the world as its head
marked the climax of an eighteen-year period of the Ameri
can public's awakening interest in serious music.

As the

l\ew Yore Herald Tribune said editorially on November 26,
1937:
To comparable enterprise has been attempted in
America.
Its possibilities are limitless; its effect
on the democratization of music culture in the United
dentes may well be profound.
Thus, by a single bold
and imaginative stroke, the ultimate popularizing of
great symphonic music, conceived upon the highest
levels of beauty and dignity and self-respect, becomes
an attainable ideal. 188
xobHBC Symphony Orchestra, pp. 12, 116-119.
I37new i erl. Times, March 2, 1933, p. 21.
168,Quoted in NBC Symphony Orchestra, p. 13.

CHAPTER VII
.ERICUS MUSIC ON RADIO:

ITS IMPACT, 1932-1938

By the time the Metropolitan had broadcast its first
matinee from the opera house in 1931, most of the fear of
radio based on the grounds that it was a detriment to seri
ous music had already disappeared.

The expressions of

pessimism from concert managers, predicting the end of the
concert business, now seemed unwarranted, for to many people,
it appeared that what had been viewed as the enemy of seri
ous music conversely had become its best friend and ally.
John Tasker Howard, musicologist, composer, and earlier
editor of The Musician, stated the case for broadcasting in
an article in Harper1s in 1937:
Pe rhaps radio is providing at least one new cor
cert-g oer for every one that it is keeping at home;
Since 1929 the number of major symphony
maybe several.
ore he s tras in cor principal cit ies has jumped from ten
to sev enteen . . . despite the fact that concerts may
be he ard at home over the radio . . . . It is possible
that r adio . . . instead of bei ng the deadly foe of
living, music, . . . may have be en its friend and press
agent.■
The Metropolitan Opera, which for years had been
fearful of losing its audience, soon found that radio con
tributed to its live audience.

In September 1932, follow

ing its first season on the air, Paul Cravath, chairman of
"^Howard, ’’Better Days for Music," pp. 384-385,

176

17?

the Metropolitan, stated:
Broadcasting helps attendance. We have observed
no detrimental effects because of radio,
.he demand
for seats at individual performances showed a marked
increase, especially near the end of last season.
Sub
scriptions for the approaching season exceed our ex
pectations.
In view of that, I v/puld say broadcasting
of opera was entirely successful.""
Herbert Witherspoon, general manager of the opera company,
also commented on the effects of radio on attendance:
Radio is a tremendous contribution to the real love of
opera in the United States.
Indeed, I do not believe
that radio keeps people away from the ticket windows.
Radio excites the curiosity to see the performance in
real life.
Of one thing I am sure, ^ radio_7 does not keep people
away from the opera house..?
The Metropolian soon realized the financial ad
vantages of broadcasting.

In the 1952-1953 season,

the

opera company v/ent through a period of financial crisis,
as did many other musical oiganizations during the depres
sion.

As part of a campaign Lucrezia Bori, a long-time

prima donna of the Metropolitan went on the air in a plea
for the 9500,000 needed to keep the company solvent.

In

less than a month, 0250,000 had been raised, of which more
2New York Times, Sept. 11

sec. viii, p . 8.

i T p. Needs
he A i r ,"
^Gir in S. Dunlap, Jr.,
Hew York Times, April 14, 1935, sec. ix, p. 15.
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than $7,000 came from radio listeners alone.>r
Many of the nation's professional musical organi
zations suffering from the depression inspired defections
of wealth,
port.

patrons of the arts, sought other means of sup

.Radio came ;o their aid in two ways:

first, the

networks paid stipulated sums to the orchestras for broad
casts; and secondly, the radio audiences themselves became
patrons.^

The Chicago Opera Company, which had gone into

bankruptcy in 1931-1932, was reorganized in 1935 as the
Chicago Civi Opera Company.

As a result of a public appeal,

one company reduced its deficit, and in 1936-1937, because
of great public support, added another week to its season.
Company officials explained chat the broadcasts from the
Metropolitan had aroused such enthusiasm and interest among
listeners chat the;; were willing to support opera in their
own community
The Hew York Philharmonic had much the same experi
ence.

Facing bankruptcy in 1934-, the orchestra launched

a "Save the Symphony" campaign to guarantee its survival.
From January 28 to April 10, CBS offered its facilities zo
rMew York Times, March 26, 1933, sec. ix. p. 8. In
a similar crisis in 194-0, when a number of box ho Iders could
no longer pay their yearly assessments, leaving t he Metropolitan a deficit of $1,000,000, radio listeners contributed
$326,956 of the amount.
Ibid., Feb. 4, 1940, p. 1; Oct. 20,
1440, sec. ix, p. 12.
Chicago Recreation Survey, II, 47.
‘Ibid.
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Intermission speakers during the Philharmonic broadcasts.
Among those who pleaded for funds were:

Mrs. franklin D.

Roosevelt, Mayor Fiore ilo LaGuardia, Henry Harkness. Flagler',
n
Mrs. Vincent Astor, Clarence Mackey, Felix farburg,' Walter
Damrosch, Deems Taylor, Geraldine Farrar, and George
Gershwin.

Radio listeners contributed more than $65,000 of

the $502,559 raised during the campaign.

More than $ 17,000

of this sum was contributed as a result of a single appeal—
that made by Toscanini on his birthday, the first time he
spoke on the air.^
The recital and concert business also received other
economic benefits from radio.

In 1939-, after a study of

concert bookings, CBS reported that the income of its
Columbia Concerts Corporation increased significantly in
the previous year, and that reports from other agencies
showed that artists who appeared on radio were in greater
9
demand than those who did not.-

In spite of the depression,

concert bookings rose 104 per cent between 1929 and 1936."^
^The philanthropic interest of Mackay and Warburgin good music has been discussed earlier in connection with
the Radio Music Fund in 1924.
See pages 47-46.
8_.
Serious Music on CBS, p. 2£o ; "Radio Public Gives
rr*~nr— Literary Digest, Sept. 1, 1934 •
65,390 to 3ymphony Funo.
p'
r'i;ew York Times, May 30, 1934, sec. ix, p. 9.
^ H o ward,

"Better Days for Music," 484.
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Serious music composer;:, :as well as performers,
similarly reaped benefits from the new medium.

Not only

could radio provide wide exposure of new works, but in some
instances, it commissioned music expressly for
purposes.

Least

As early'as 1926 the British Broadcasting

Corporation providing an example for American radio, offered
prizes for original compositions, guaranteeing the winners
B.':C performances and publication of the scores by the
Oxford. University Press.11

In 1929, for the German radio

system, Kurt Weill wrote the Berliner Requiem and with Paul
Hindemith, a tone-poem, "Lindbergh's Plight."1'"' NBC in
1931 sponsored a contest for composers:

for'a piece of

symphonic music not more than twelve minutes long, the first
prize winner would receive ',5,000 and performance on a
concert pro tram the following year.

The judges were:

Damroscb, Tullio S.eraf in, Nikolai Sokoloff, .Frederick Stock,
Stokowski, and a co nittee of 150 lesser known persons.
The concert enterics were judged when performed, on. the air
on May 1 by an orchestra directed by Pugene Goossens.

The

work, 1'31 .■ion .vGABX" by .Philip James, conductor of the •*on
Little 3y ohony, was judged to. be the winning composition. 13
"
On itio advice of Deems Taylor, vne of the musical
11-

John Wallace, ".-/here Are the towards for American
. dio Musicians?" Radio Broad cast, August 1926, o. 315.
li ■R. Raven-Hart, "Composing fdi Radio," The Hnsic.-..]
quarterly, voi. XVI, J arm ary 19$0, p. 137

u Kew York Times, May 9, 1932, p. 19; Aug,. 2., 1551,
P , 2M-.
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a.visors "co tie network, CBS hired several composers to
write works with certain stipulations as to length:

operas,

symphonies and cantatas, not to exceed forty minutes;
concertos, twenty-two minutes; one-movement works,

oi lit to

fourteen minutes— to conform wich radio time divisions.

In

announcing the commissions, faylor stated:
i'he audience for American music has grown tremen
dously in the last few years. We feel that this com
mission will offer that audience an opportunity to
realize the extent to which radio has made new instru
mental effects and tone colors possible.14
CBS selected six composers to receive grants.

They

and brie compositions they produced were as follows:
Louis Gruenberg:
an opera, Green Mansions, based on
a novel by W. H. Hudson.
William Grant Still:
Lenix Avenue, a descriptive poem
about Harlem, with orchestra, chorus, and narrator.
falter I-lston:

Concertino for piano and orchestra.

Aaron Copland:
Music for Radio, "A I ga of m e
title sug ested by a listener.
Howard Hanson:

First three movement:

1rairie

of his thii d sym~
3,7 t h e deadline.
nor of "one of
in ra dio, the
one rainute, the

second, two, etc.
:ring the summer or -937, Howard Barlow

nd ti 0 Cola mbia

's Mus
i c .»J
■aphony performed fee works on "Everybody's
Music.
5 5
1
*
19

"Conposers; CBS Stakes Claim in Rich Vein of
Modern Music," Newsweek, Oct. 17, 1937, p* 94.
15
-Sound of Your Life, p. 37; D-Vid-son Taylor, "Com
positions for Radio,-|T l/ho 'Ts fho In Music, p. 759; New York
lines, Feb. 14, 1937, sec. x, p.~IS;’Serious Music on C B S ,
P •
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A yeor later

(* .

'D O

commissioned six additional

tv U

.k£

by American composers, in the belief that "creative musi
cians should be given the fullest opportunity to present
their orchestral works to a large audience."

lb

Compositions

and their creators in this series were as follows:
Robert Russell Bennett:
Leo Sowerby:

Sight Etudes for Orchestra

Theme in Yellow

Quincy Porter:

Two Dances for Radio

Jerome Moross:

Tall Story

R. Nathaniel Dett:

American Sampler

Victorio Giannini:

Beauty and the Beast, an opera.

Howard Barlow introduced the compositions on "Everybody's
Music," and in addition played several works contributed by
composers without commissions, most of whom were unknown.
Among the latter were several persons who later became wellknown for musical composition, including Paul Creston and
"1ft
William Sc human,
Continuing its policy of encouraging American com
posers, NBC in 1937 commissioned Gian-Carlo Msnotti to write
an opera for radio— The Old Held and the Thief.
movie techniques in the opera:

Menctti used

quick scene changes, rapid

dialogue and action, and natural characterization.
16

Since

"Hearing America First," Newsweek, July A, 19$8,

P . 19.
1 '7Ibid.; Davidson Taylor, "Compositions for Radio,"
p. 739*
iVo""Negroes were included in the groups: William
Grand S'1'ill and R. Nathaniel Debt.
18
■'“’Davidson Taylor, "Compositions for Radio," p. 739*

133

he disliked atmospheric music, he attempted to set his
scenes by the use of a narrator and sound effects, using
a small cast cf six oi seven-techniques far removed from
those of traditional opera.

19

The technical aspects of radio provided new prob
lems as well as new opportunities for composers, which
brought some predictions that in the immediate future, seri
ous composers would write increasingly in terms of the mi
crophone.

Davidson Taylor, a musical director for CBS,

declared that if Franck had written his D Minor Symphony
fox the microphone, "he would have scored . . .
differently."

it_7

Carlos Chavez, distinguished Mexican composer

and conductor, expressed a similar opinion:
The old principles of instrumentation have broken down.
No composer can consider himself informed if he does
not know the microhone.
Is it not absurd to compose
for two thousand people in the concert hall when there
are £wo million people listening to your music on the
air?20
On the same subject, Eoy Harris, recipient of one of the
CBS commissions, wrote:

"I am interested in writing for the

microphone, because I am convinced that that way lies the fu
ture of music."

The microphone, declared Davidson Tay3.o r ,*
0
2

^ P h i l i p Kerby, ''Radio's Music," North American
Review, Summer" 1938.* p* 309; "Two Composers Write Arias far
Network Productions," Newsweek, May 8, 1937} p. 39*
20

Davidson Taylor, "Tomorrow's Broadcast," North
American Review, March 1936, pp. 49-51*
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couid uecome almost an instrument in itself; it could es
tablish tonal relationships unheard ox until then.

Exam

ples of this principle were the employment on radio of some
trumpet mutes and sub-tone clarinets which were useless in
the concert hall because they were inaudible to the audience.
The placement of microphones had changed this relationship:
"Though one would scarcely recommend it, a concerto can be
written for ukulele or celeste, and the solo part made to
drown a symphony's fortissimo."

Taylor also believed that

opera could benefit from the new techniques.

Operas written

for broadcast would require only the use of half-voice or
less in intimate passages.

"No longer is it needful for

lovers in a music drama to bawl out tender sentiments at the
top of their lungs."

21

./hen discussing the future of commissioned music
for radio, Davidson Taylor expressed his confidence in the
medium:

"Potentially, indeed, the companies are the Bran

denburgs, the Hafners, and the Esterhazys of today, since
22
they have the funds, the orchestras, and the audiences.
A few conservative music teachers still warned of
the dangers of too much listening to radio instead of play-2
1
21Ibid., pp. 49-51.
22

Ibid.. p. 51.

"1

"J c

ing, although their opposition h cij. weakened.

Jtimes E.

Cooke, editor oi The Etude warned that the American people
right beeore passive from "a kind of mental or spiritual
hath" provided by music on radio, hut even he admitted that
individual participation in music had increased in recent
years 23

Isidor Philipp, concert pianist, master-teacher,

and former student of Saint-Saens, declared:

"I believe

that radio is good to stimulate and inspire people to become
..usical performers."

24

./alter Damrosch, whose pioneer ef

forts in musical education on radio had become well known,
said that he had no doubts that radio gave listeners the
incentive to make their own music.

He cited the growing

number of amateur groups across the country— business men,
factory workers, society -women, housewives— who performed
for each other and for the public— as proof that radio
stimulated rather than killed amateur p e r f o r m a n c e J o h n
Tasker Howard pointed to such programs as the NEC Home
Symphony which encouraged active rather than passive parti
cipation in music (see pages 164-163).

Since 1923 and the

advent of radio, ho wrote in Harper's Magazine, the number
of school bands in the United States had increased pheno-*
4
2
O~7
‘"•'Seminar discussion, reported in Radio as a Cultural
Agency, 1932, p. 94.
24,
New York 'Times, Oct. 26, 1934, sec. ix, p. 12.

25Editorial, The Etude, Oct. 1934, p. 560.
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menally; adult amateur orchestras were increasing in
number, showing that when school band players graduated
they continued to plav in groups.^

Another contemporary

critic, Pitts Sanborn, music editor of the New York
Vior Id

Tele gr am, writing in The Etude in 1936, lauded the

contributions of radio to amateur musicianship:
Radio today is one of the great vital elements in
promoting and fostering musical education. Every one
of America’s twenty-six million school children can
now hear music of the masters.
Through the radio, the appreciation of good music
has advanced more durixig the last ten years than the
previous ten centuries.
It has developed a new desire
to study the fs.scinating art through
musical instru
ment which in turn, makes all radio programs far more
enjoyable.“ ('
a

An impartial judgment of the relationship of radio
to school and amateur music came cut of a study made by the
Chicago Recreation Commission and published in 1938-

It

noted that two significant trends in music were evident at
this time:

the increasing amount of good music on radio,

and the rapid growth of public school music.

These could

be taken to indicate that radio, instead of killing parti™
cipatory music, had created a new interest in i t .

Results

of a study made by Life in the same year tended to underline
and support these conclusions.

This study revealed that

~°Howard, "Better Lays for Music," pp. 487-488.
pn
“ 'Pitts Sanborn, "Getting the Best from Radio,"
The Etude, Feb. 1936, p. 68.
“‘^Chicago Recreation Survey, II, p. 45.

in 1958 in the United States, 10,000,000 people, mostly
public school children, were studying music, and that there
were in existence 156,000 school bands and orchestras and
200 local symphony orchestras.
The radio has been of incalculable educational value.
. . . And the depression of the 1930's may go down in
future history as the turning point in American musical
education,
forced to seek their own inexpensive de
vices for amusement, Americans have dusted off their
pianos, brought neglected violins out of closets, and
in their use, have recovered a long-forgotten d e l i g h t . ^
The sale of new musical instruments increased during
the 1932-1938 period.

James F. Cooke, editor of The Etude,

called attention to the fact that the piano industry, which
had gone into a tailspin with the coming of radio, could
not meet the demand for new pianos.

Factories, even in the

depth of the Great Depression, were working at full capacity
and advertised continually for new, skilled workers to
increase production in order to meet the demand of orders.

30

In 1936, the Hew York Times reported that piano sales had
increased three times over those of 1933.

V/. A. Mennie,

secretary of the National Piano Manufacturers' Association,
pointed out that radio in recent years had awakened
interest in musical instruments of all types, but particu*1
larly in pianos.'"

L. P. Bull, president of the same group,*
i

29Ten Million Americans Become Musically Literate, II
Life, Dec. 12, 1938, p. 4-9.
i

Radio as a Cultural Agency, p. pd.
^ New York Times, June 3, 1936, p. 32.

1:8

declared in 1938 that radio, frequently re aided as a dan
gerous rival to the playing-of 'music in the home, had cre
ated

renaissance" in.:the public love of pood music which

might "bring with it the golden age of the piano."

He said,

further, that the piano v;•.s the most popular instrument in
7, O

the country, -"1' 1 -odore Ateinway, president of Steinway and
Sons, wrote in the same year:

"We have found it ^“tlie in

fluence of good music on the airJ7 to be a tremendous stimu
lus to people toward music as an art and as an enjoyment „33
William Ilfring, president of the Aeolian-American Corpora
tion, in commenting on the increase of piano sales and 'par
ticularly of better-grade pianos, stated:

"This can be at

tributed directly to the very distinct increase in public
interest in better music in the last few years

He believed

that principal among the contributing influences .were the
"very fine programs" heard on radio.

AIl

According to Life,

reporting in December 193 , the sale of band instruments had
quadrupled in the previous twenty years and doubled in the
last five.-'-'

The publishing industry also fell; the effects

of this upturn, attributing the gains in sales of music
books and books about music to the great amount of music on
M
.36
the
air.

-^Hev; York Times, July 27, 1937, p. 23.
-'-'E d ito r ia l, The Etude, Feb. 193- , p. 72.
34T, .,

' Ibid.
-'-f'Ten Pinion Americans Become Musically Literate,"

p. 4-9 .

^Editorial, The Etude, Feb. 1933, p. 72.
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1'he phonograph, too, felt the effects of the new
music el prosperity of the nation.

This industry had

reached rock bottom between 1932 and 1934-.
year Grigsy-Grunow,

In the latter

Incorporated, which had bought the

Columbia Record Company nine years earlier for $2,500,000,
because of bankruptcy now sold it— copyright, plant, the
entire catalog built up through three decades, trademark,
and affiliation with Columbia in Europe— for $70/000.

”57

Perhaps fearing a similar fate, RCA Victor in 1934- decided
that the time had come for much-needed changes in its
management policies and technical processes,

first it

improved its recording process, expanding the frequency
range of from

50-6,000

cycles to

30-8 ,000 ,

or exceeding the reproduction of radio.

38

thus matching
Secondly, it

began to rebuild its catalog, neglected during the years
of the phonograph slump.
sion,

During the worst of the depres

'he recording companies had let almost all their se

rious music contracts expire, with the result that the clas
sic:1 repertoire had virtually disappeared.

RCA had lost

the New fork Philharmonic and the Poston Symphony; it re
tained only sixty players of the Philadelphia Orchestra for
37 Gelatt, The fabulous Ihono :raph, p. 268,
"""'Ibid., p. 270.
Improvements in recording pro
cesses made no difference jo the listener if the record
player used pre-dated 1954-.
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recording classical music.

To remedy this, they signed

the Minneapolis Symphony in 1934, and a year later, the
Boston Symphony reappeared on the Victor label.

To publi

cize the re-signing of the Boston Orchestra, EGA bought
time on iiSC and broadcast part of an actual recording ses
sion of Strauss' Also Sprach Zarathustra from Symphony
Kail.

CBS bought the Columbia Phonograph Company in 1938

for $700 ,000 , and the rejuvenated company soon began sign
ing up major American orchestras— Cleveland, Minneapolis,
Chicago, and Stokowski's All-American Youth Orchestra— in
an effort to ex and its classical repertoire.

40

.7ithin a very short time, the record and phono
graph industry began to recuperate.

RCA Victor, using

1933 record-sales as a base, realized a 33 per cent improve
ment in 1934-; 102 per cent in 1933; 238 per cent in 1936;
dl
9-75 per cent in 1937; and ,600 per cent in 1938. '
The two
chief reasons for this upturn, according to the New York
Times, appeared to bo the improved tonal quality of recojds
and the desire of the public to preserve in permanent form
the performances of works and artists the;, had heard on
/lo
f:CA Victor's advertising slogans, "Music You ./ant
radio."
"'Ibid., T)

2(59.

Ibid. , p. 274-.
41

p, 11; Dickson
Maranise, "The Dog Has Nine Lives,
, "Music Goe s into Mass Proauction," Harper's Magazine,
April 1939, p. 4-89.
j

1v

"^Orri-n E. Dunlap, Jr.
York Times, Oct. 6, 1935, sec

''Bri .ht 8pots Ahead," New
xi,
. 13.

ir\ -j
d.yl

when You >/ant It," and Yours for Keeps on Victor Records,"
U .7.

were formulated with this in mind.'''
In the earlier periods discussed in this study, most
of the critics of music on radio were people or institutions
who feared financial loss from radio competition.

In the

period 1932-193&, a new kind of criticism appeared, more
aesthetic than economic in nature— that ox people who felt
that radio was not living up to its artistic potential
either in the choice of serious music presented and/or its
method of presentation.

The choice ofrepertoirei the use

of announcers on serious music programs, and technical as
pects of the programs were all questions for debate.
One of the earliest and most vocal of these, B. H.
H&ggin, music critic first of the New Republic and later
of the Nation, complained in January 1932 that serious-music
programming on American radio was ten years behind that on
...the British Broadcasting Corporation.

British listeners

could hear full-length chamber-music programs, many weekly
symphony concerts uncut, numerous programs of little-known
music, and broadcasts of full-length operas both from BBC
studios and from ooera houses in London and

,
’oad.

American

radio, on the other hand, offered fewer serious music
programs than the BBC; those on the American air were,

'+5,
Advertisement, American Magazine, Feb. 1939, ?. 3*

according to Haggin, inferior in quality and "notoriously
conservative" in choice of selections.

Hag,.jin named

Toscanini as one of the worst offenders in the latter
L \ J\

category.

As viewed by this critic too many programs

calling themselves "classical" devoted too much time to
selections like "Melody in F," Massenet's "Elegy," Handel's
"largo," Delibes' "Sylvia," "Flight of the Bumble Bee,"
ilg
"Whispering Hope," and "Heart Wounds." "
Haggin also objected to the practice by radio conduetors of speeding up the tempo of music in order to crowd
as much as possible into the time available.

He cited a

remark by Howard Barlow as proof of this contention:
play everything faster now," declared Barlow,

"We

"we have to."

The conservatism of which Bag. .in complained was de
liberate on the part of some radio musicians.

Harvey Gaul,

noted organist, composer, and choral and symphonic conductor,
when advising young organists on repertoire for broadcasting,
cautioned against innovation.

He recommended selections by

Mendelssohn, Franck, Saint-Saers, and transcriptions of operatic works, warning against Bach and the baroque composers:
-Hj

h
-r-*
i
1
•

Haggin, "The Music that is 3roadcast," Hew
Republic, Jan. 1932, pp . 266-2 6 7 .
^Ibid.
'^Ibid., p. 26?.
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One word to the wise:
do not over-do the fugue..
It is difficult to sustain interest in, say, a radioed
G Minor Fugue and your listeners are likely to turn the
dial and pick up another station.
The Passacaglia and
Toccata types are none too thrilling;. . . T W ”
.•/alter Damrosch wrote and spoke at length on the
lack of worth oh modern music, considering much of it "purely
experimental."

He cautioned that most of these works

. . , were born dead because they did not spring from
an inner surge but from a pathetic desire to do some
thing different, to be original.
Art develops not by revolution, but by evolution,
and until our young people have been well grounded by
hearing the great composers from Bach to Wagner, why
confuse their musical minds by the intrusion of ex
periments 'most of which have not been, and- never will
be proven?
Only that which has proved worthy should
be used to build the foundation of their knowledge.
This is a pedagogic axiom.48
Stokowski, agreeing that modern music was experimental, felt,
T9
nevertheless, that it should have a hearing.
In -spry,
Damrosch insisted ohet much of the "ultra modern" music
which Stokowski played caused "great distress" to his adult
audiences, "but to force these experiments or. helpless chilnn
'Harvey Gaul, "Broadcasting and the Organ," part 2,
The Etude, June 1934, p. 376.
48itDamrosch
T
versus St okow'ski," Literary Digest,
Nov. 15, 1932, p. a.
49,
"'"Shall ,/e Expose Cur Children to Modern Music,"
editorial, The musician, Kov. 1932, p. 3.

194dr en is eramia p 1 iibo

irnes ; Schellin:, conductor of the

New York Philharmonic's Young; People's Concerts on CBS,
ccupro ised:
Give the child a chance at hoth schools. Don't make
him feel that he is dealing with grim-faced teachers
who are trying to hide new and alluring things from
him.
Musical arbiters are not inclined to give the
modern child credit for having a mind of his own.31
Whether or not modern music distressed the discrimi
nating public as Damrosch thought, many listeners were gen
uinely irritated by the practices of commentators on serious
:usic programs.

As early as 1925 Jennie Irene Mix, writing

in the magazine Radio Broadcast, had. criticized announcers
on serious music programs for sounding uninformed."^

Short

ly after the opening broadcasts of the Metropolitan Opera
in 1951-1932, in which. Deems Taylor introduced the characters
and the story line, the value of the commentator became the
subject of debate.

The argument raged about the interrup

tion of the performance by explunati. ns of the actions on
the stage.

Taylor insisted that he never interrupted an im

portant aria or musical part where the lyrics predominated.
He endeavored, he said, tc confine his remarks to the period
^"Damrosch versus Stokowski," p. IS,
"^"Shall We Expose Cur Children?" p.
52 Jennie Irene M i x , "How the .radio Puolic Should Be
Pleased," Radio Broadcast, Jan. 1925, p. 4-58; "Good National
Radio Ir e rains Provo :Ihat the Public './ants." radio broadcast .
May 1925, p. 66.
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in the drama shich, he claimed, had "no musical value.
Letters poured into MIC and the opera house, complaining
that his remarks often jarred "sensibilities attuned to
IZ

/

some musical passage o^ exceptional b e a u t y . O n e

writer

protested:
Listening to the opera is like sitting in the movies
and having the person in the seat behind you describe
the picture, explain what’s coming up, and comment in
general on the scenery.
I ’m always on edge during tiie
broadcasts of a fine selection . . . for fear the com
mentator will interrupt.55
Another, t o N B C :
Once 'again 1 had to turn off my radio in the mid
dle of one of your Metropolitan Opera broadcasts be
cause of the unbearable annoyance of your announcer.
If anyone in one row behind me persisted in talking so
loudly during the opera performance, I could appeal to
the usher. With th e radio performance there is no
other recourse except to lose the entire program and
your announcer bothers not merely three or four people
but the entire audience. Wearily I add my p r o t e s t . 56
An editorial writer in the Hartford (Conn.) Couiant stated
his opinion that explanations should be given during the
intermissions rather than during the performances, and that
"objections . . . /~to_7 such interruptions of the music
comparable to the annoying whispers of a thoughtless compan■^Orrin E. Dunlap, Jr., "Listening In," Now York
limes, Jan. $1, 1952, sec. viii, p. 14.
"'^Ihe Musician, Jan. 1952, p. 3*
::>Ibid.
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r.o
ion a ^ the theater seem well grounded."-''
f>BC heeded these criticisms, for the following sea
son Milton Gross replaced Deems Taylor as narrator during
the intermission creaks.

The public, however, did receive

him with universal approbation.

Cyrus Fisher, writing in

The Forum in April 1955, charged that Gross' commentary con
sisted "in principle of reassuring us that two and two were
c~o
four. "">0 B. H. Ha."gin, always a caustic critic, complained
that Cross,
. . . vino in the first place floundered about miserably
with the story and, in the second place, used up so much
of the intermission talking about the wonderful scene in
the Metropolitan that he had no rime left to tell what
was coming and was forever catching up with what had
already happened: "What you just heard was Rosa Ponsr" ,.e
in her black-lace dress singing of her love."A?
Nor in the opinion of Haggin did matters improve the

oilow

ing year when John 3. Kennedy assumed a part of the announc
ing duties, for he commented:
. . . a cigarette company ^“Lucky Strike_J7 took over the
broadcast and found it necessary to arouse interest in
the operas with the human interest material of the vi
brant John B. Kennedy.
I listened to the broadcast of
"Pelleas and Melisande" in which Mr. Kennedy used the
entire intermission for his anecdotes and. interviews./
and Mr. Cross had to tel" the story while the orchestra
v/as playing between the scenes of the act
57

.literary Digest, Jan. 16, 1932, p. 19.

^°New York Times, Nov. 2.5, 1932, p. 18; Cyrus Fisher,
"Radio Reviews," The Forum, April 1933, P* 254-.
59
B. H. Haggin, "Broadcast Music, .New Republic,
July 1C, 1935, p. 252.

p,id

60

- i- vw. 9
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By 1925» Haggia felt that the situation bordered on the ri

diculous.

'That year's sponsor, Listerine,.had engaged

Geraldine Farrar for the anecdotes and explanations:
Before the first act of Die V/alkure, Hr. Cross had
five minutes which he used to describe the mouthwash,
leaving barely enough time for the names of the charac
ters; and so the radio audience had to listen for an
hour and a quarter without knowing what was going on.
After the first act, Mr. Cross . . . introduced an
engineer who described the technical aspects of the
broadcasts; and then he introduced Miss Farrar, who
began promisingly enough with a few words about the
Wagnerian music drama and its leading- motives,'but who
wandered off on the subject of the physique required
to sing Wagnerian parts— the weight of the armor— "as
my dear teacher Lilli Lehmann used to say"— and so on.
She had barely time to play the theme of the Valkyrie's
ride (in the slovenly manner of a schoolgirl playing
a sentimental song) when Mr. Cross interrupted with a
few words about the mouthwash; and be had just begun
to tell something about lotan and Biunnhilde when the
second act began; and the radio audience hud to listen
for another hour and a quarter without knowing what
was happ ening.b1
Other announcers and commentators were the targets
of criticism.

According to Gyrus Fisher, the material

used by Clin Downes., commentator for the New York Philhar
monic broadcasts, might have value but it suffered because
of Downes1 poor delivery.

Speaking of Pitts Sanborn,

commentator for the Philadelphia Orchestra broadcasts,
.aisher said that although Sanborn "has a fluent presenta
tion which is easier to absorb than Mr. Downes' stop-aridgo delivery, lie is less successful in preparing the listener
61

Ibid., p. 252.
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„
62
ior the music.

from the ; pin t of view of the conductor,

Fugene Grmandy felt that announcers
6'd
too much. ^

nd commentators tailed

Jascha Heifetz, speaking for the artists,

concurred in this opinion ccranenting.:
Few of us welcome the announcer who speaks to us in a
cajoling, over-simplified prattle as though we were in
fants. . . . I question she wisdom of the announcer who
blandly tells us what to think:
"fell, my friends, that
wasn't a first-rate piece of music, out it was wellplayed ."64By this time there was an open season on musical
aggregations, directors and “heir repetoire.

Sven the highly

acclaimed iI3C Symphony Orchestra, under the baton of the most
celebrated maestro of the day, found itself under fire from
the critics.

The method of selecting the personnel of the

orchestra (see page

173 )

brought howls of protest from

various parts of the country.

Many people thought NBG's

"raids" on major symphony orchestras inexcusable,

and both

management and patronage of the victimized orchestras vio
lently protested these tactics.

The editors of Fortune,

who conducted a survey in connection with the inauguration
of the new symphony, reported dissatisfaction from irate
musicians across the country.
Cyrus Fisher,
Jan. 1933, p. 62.

Some of these dissidents

"A New Year on the Air," The Forum,

(j^i!ew York Times, April 11, 1937, sec. xi, p. If.
°/+Jascha Heifetz, "Radio— American Style," harper1s
Magazine, Oct. 1937, P • 4-99.
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declared that S a m o I T , who claimed that 'the NBG Symphony
would "enrich musical appreciation in our country" and
11encourage the support of our local symphony orchestras
everywhere” had, in fact, done a disservice to American
music. 65^
Others impugned NBC's motives in organizing the or
chestra.

Early in 1556, Nicholas deVcre or The Musician

accused NBC of simply trying to surpass CBS which, having
had the Philharmonic on the air for several years, had
outdistanced NBC in prestige,

furthermore, continued

deVore, SBC could have demonstrated sincere concern for
the growth of orchestras on music appreciation by contri
buting the 5250,000, which had been budgeted annually for
the upkeep of the new orchestra to organizations throughout
the country.

This money would have gone far toward improving

existing orchestras and concert halls outside 01 New York
66

ity, which already had an abundance of them.''

To deVore,

"ecstatic frenzy of idol worship" rather than the sound
development of America's musical resources had motivated
NBC.

And, to the short-term disadvantage of the .listener,

N3G had curtailed other symphonic broadcasts to "make
possible this splurge in one spectacular;spot":
"Toscanini on the Air," fortune, p. 112.
(
°"fiebo 1as deVore, editorial, The Musician, Jan.
15

p . 14.
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000 will 1:o no nearer than they are now to r place
in the affections of the 1istenia audience, comparable
to that which. Columbia occupied in consequence of its
years of consistent dedication o_ Sunday afternoons to
Philharmonic presentations, not to mention the ye:rs in
which they have led the field in the consideration
'iven to sympathetic performances of serious music of
all kinds.
To NBC the Philharmonic is only CBS— a rivalry which
means nothing to the man at the listening end.°7
Another complaint about the :.3C Symphony centered on
•;he ni;,ht chosen for the weekly broadcast.

As mentioned in

an earlier chapter (see page 173~17h), Saturday night was
selected after the rejection of Sunday because it was thought
there was rlready too much music on the air on that day, and
Thursday oecause of conflicts with the subscription concerts
of the New York Philharmonic.

However, nine out of the

twelve major symphony orchestras in the United States gave
regular Saturday night concerts:

Boston, Philadelphia, the

Philharmonic, St. Louis, San francisco, Cleveland, Cincinnati,
Chicago, end Detroit.

The management of these orchestics

feared that the glamorous appeal of the new orchestra and
the high-powered publicity given it by NBC would tempt many
of their subscribers to stay at home beside their radios.
NBC soon found itself embroiled in yet another con
troversy— that centering around the acoustical qualities of
the studio from which the orchestra broadcast.
67 lord.
,
tod.'Downes, "Toscanini Series," p. ?.

This con-

201

troversy was somewhat unexpected, in Lae light of the rea
sons given

f

o

r

the founding of the orchestra:

!,to create a

•major symphony orchestra, exclusively for the broadcasting
studio, where tonal quality, balance and musical detail
could be transmitted with fidelity not achievable by
orchestras broadcasting from concert-hall listening.
Shortly after the series began, negative reports on the poor
transmission of sound poured into NBC. The New York Times
reviewer, charged that the studio was too dry acoustically,
with the result that the woodwinds and the brasses suffered.
The review ended with the proposition that the only true
test of the orchestra's tonal qualities would be to hear it
play in Carnegie Hall.'^

Pitts Sanborn, discussing a later

concert, again brought up the subject of Studio 3H:

"The

undeniable beauties of the score were lost largely in an
71

acoustical dissolution of the whole into several parts."'
B. E. Haggin joined the attackers, stating that the per
formances directed by Toscanini "with fanatical seal for

exactly the right sonorities" were destroyed by the defects
of Studio SR. 72
69

He chided NBC

fen

obstinacy in coneinu-

NBC Symphony Orchestra, p. 9.

1^Ne w Y ork Times, Jan. 3, 1936, p. 16

^Richard Gilbert, "Music and 'Records
Jan. 1939, p. 52.

?2B. H. Haggin, "Music," The Nation,
p. y62.
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in;; to broadcast the concerts from a studio which, from the
beginning of the series, had been widely criticized:
Gan NBC admit that a studio which is the product of
hCA's financial and engineering resources is not per
fection; can it admit that Carnegie Hall, from which
the New York Philharmonic is broadcast by Columbia,
would be better. . . ?73
The urging of the critics did not move NBC and the broadcasts
continued to originate from SE until the end of the series
in the 1950's.
fhe very fact that critics, musicians, and the general
public alike could concern themselves with such things as
studio acoustics and repertoire shortcomings must

b

e

taken

as indicative of the acceptance of serious music on radio as
an important part of American life in 1937~193c.
the detractors, the

Despite

..eater part of critical opinion tended

to be laudatory toward radio's contributions to serious
music over the years.

Albert Spalding, American concert

violinist, said of these accomplishments, as early as 1933:
The average man and a ereat many women have been
afraid of classical music because the, thought it did
not touch their lives.
When a man is argued into a
stiff shirt and dragooned co a concert, his preoccupa
tion with antagonisms tends to handicap the appeal of
the music.
But broadcasts overtake these unconverted
when they are relaxed and comfortable at home— merely
by she turn of a dial.74Ha
75 bB.. hK.. Haggin,
7.
I .rk

"Music," The Nation, Aug. 26, 1939,

.a{ \ >•.

Radio, according to ..fries Rainer, had an influence on music
in America nothing short of ''revolutionary" :
:adio has taken the "scare" out of
LS.sical music.
symphony is no longer a thing to be avoided but to be
enjoyed; an opera is no awesome "highbrow business"
but a thing of beauty— something to lift one out of
the humdrum monotony. People have come to realize
-hhat
h
much beautiful and melodic music has been written
by the "masters" This has all been accomplished by
radio.75
Another distinguished musician, helix Borowski, composer,
musicologist, and pro si..' ant of

he Chicago Musical College,

expressed his enthusiasm for radio's contributions to musi
cal literacy in the United States:
Almost miraculous results have been obtained in the
seventeen years of radio broadcast in:. . They have made
America a much .more enlightened country than it had
been before, or could possibly have become if broad
casting had not come into existence.7°
The earlier chapters of this study have demonstrated
the change in concert repertoire from short, "pops"-type
selections, and excerpts from well established symphonies
and operas, usually dating: from the nineteenth century, to
full-length symphonies, operas, oratorios, air the works of
ancient and modern composers of music not widely known at
that time.
As serious music programs changed in nature, many
' Ibid., Aug. 1, 1957» sec. x, p. 10.
^6Felix Borowski, "Radio as .a Force in Music,"
true ..ional Broadcasting, 195/ , P* 124.
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ob stivers felt One baste -of the public; -also-'waschanging.
Phi lie Kerb;y, critic ind iiiusicciofistin an article in
Nor: a faeiic n.beviow commented on this trend:
Ten years ago llgar,to fj ut d* .r:i:-ur and C pin's
f Flat .octurne meant classical music to the public.
.he story is different coday. The radio has acquainted
illions of listeners with the works of Beethoven and
5 ich. ihe concert au ence is demanding whole
d -voted exclusively to the works- 6; . single rn
s ep forward in the maturity of American music lovers,
which concert managers can only -explain by the fact
that radio broadcastings has elevated the public taste./7
n o

Fritz .seiner underlined this change in taste by citing the
exempli

of an all-.vagner concert iri Los .irgeles:

Can you imagine 2t,000 people turning out for a
dasnerian concert before the advent of -radio? nidiculousi Yet that's what happened in the Holly-wood Bowl,
twenty years ago i-would have been absolutely impose ibl
to assemble 5,000 eople for a symphony concert, '-whether
you sold the tickets or gave them away. Sc that radio,
with all its shortcomings nd shoddy programs, has more
bha a paid off its debt to humanity by bringing listeners
the Metropolitan Opera and the finest symphony concerts
available, without anymore effort or expense, than by
neiely 1:urni ng a knob.(c
Mlscha Levitzki, concert pianist, commented on 'the: effect
of radio on public taste, by sewing that even audiences in
small, out-of-the-way cities expressed disappointment if he
failed to play one or several works by Bach in their orig
inal , untranscribed form,

fen years earlier, be said, he

^Kerby, "Radio's .Music,51 p.
78

309.

New fork Times, Aug. 1, 1937 » sec. x, p. 10.

would have dared to pie,/ only three ox Beethoven's sonata
the "Moonlj ght," the "lathetique," or the "Ap-assionata

79

Radio alone, he Believed, had Brought about this, change,''
Erno Rapes, veteran conductor oh many, years, oi radio and

theater concerts, felt that the future of music lay in radio,
declaring that the
. . . rank and file citizen ...of this country ir coming
tc regard music as one of the necessities of life. He
does this because, for the past ten years at least,
radio has been making him more and more music conscious.
And radio will continue to work its effect upon those
who, without it, probably would be still accepting music
either from the street hardy-gurdys or the vaudeville
theaters.70
Leopold Stokowski, commenting on the growth of the "vast
music-loving and music-understandingspublic"_-which he had
observed in the five years before 1956, noted:

"the credit

for this amazing growth and broadening of musical taste in
.

^

America must mainly be given to fee miracle of radio.11'"'’
European visitors .to the United States also com
mented on the change in American musical habits,

frank

Bridge, distinguished British composer,.more celebrated in
later years as the teacher of Benjamin Brieten, said in 1957
on a visit to the United States:*
79 Hov/ard, "Better Days for Radio," p. 786.
£i f )

Erno lapse and Rose Heylaut, "Musical fooa for
1 . n( *
Millions," Ihe Etude, Jan.
si New Yo,.k limes, Jan. 1C, 1936, p. 21

2.0 G

I am quite amazed to find, after an absence of four
years, such tremendous growth of public interest in the
music of all kinds that radio is broadcasting, not only
in the larger centres but especially in out-of-the-way
places.
Obviously the great volume of music being
broadcast is slowly out surely developing discrimina
tion and taste, especially on the. garc of those who
heretofore heard so little music.
life's editors summed up the feelings of many
thoughtful people when they wrote in 1938':

"America

has

heard more good music in the past decade than it has heard
in all its previous history.

The reason, of course, is the

radio."w
62 r

bourse inne V/eliner, "has Radio Proved Itself
'/aluable to Music Education?" (master's thesis, northwestern
University, 1937), p. 39.
XO'11
p . pi.

CEAPTEE VIII

The American people, unt 1 well into the twentieth
century, devoted the greater part of their efforts and sub
stance to the building of the new nation.

To visiting

Europeans, whether literary figures such as Charles Dickens
and Mrs. Trollope, or musical organizations which faced
bankruptcy in their American

ravels, the United States

seemed a cultural wilderness.

From the mid-nineteenth cen

tury to the end of World War X, musical pioneers such as
Leopold Damrosch and Theode

j

Thomas created symphony or

chestras and toured the country, despite financial diffi
culties, attempting to ir. erest the people in music.

1922

By

there were still only twenty-eight orchestras in the

United States, both professional and non-professional
(thirteen of which were considered "major"1), and they
reached only a

small part of the population.

phono raph served as

The

musical evangelist by going into

ohe home, but its ei activeness was limited by its small
^Daniel Gregory Mason The Dilemma o._ American Music
The Macmillan doinpany, l ^ b ) ,
and Other
Essays (Hew York:
.
— ------------------- -

20?
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serious-music repertoire, severe technical limitations, and
the hiah cost of records.
radio, in its beginnings in the early 1920's, made
use o. music of all types as a principal source of program
ming, although scheduling at first rended to be erratic.
By 1924 programming had become more regular and structured,
larger stations carried some chamber music and occasional
orchestral concerts, but they conscientiously avoided any
long works like full symphonies and concertos.

Much of the

programming consisted of "Hungarian Rhapsodies" by Liszt,
"Nocturnes" by Chopin, and arias from nineteenth-century
Italian operas.

By 1925 stations had begun to feature famous

artists, beginning with the programs of the Victor Talking
Machine Company and its competitor, 3runswick-BalkeCollender.

The Atwater Kent Hour, which offered the best-

known talent in the world, solved the problem of inducing
artists to broadcast by paying them directly for their radio
appearances.

Despite the distinguished names on the guest

rosters, however, these programs presented only short numbers
of the nature of Schubert's "Serenade," "Ave Maria," and
Dvorak's "Humoresque."

Organ recitals, extremely popular

at this time, made use of the same repertoire.

Tabloid

operas also enjoyed v/ide popularity, if one may judge by
the number of programs of this nature on

he- air.
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This was the condition oi broadcasting by the many
individual stations at the time oi the formation oi the
National Broadcasting Company in 1926 and oi the Columbia
Broadcasting System in 1927.

Although small regional

networks had existed prior to this period, the establishment
of national network radio with its extensive resources of
talent and capital provided the bases of programming far
beyond the capabilities of local stations,

for the first

time, great artists received nationwide exposure and the
radio audience could hear programs of serious music without
depending on long-distance reception.

Regular programs of

symphonic music, chamber music, tabloid opera, and. extracts
from actual operatic performances from.the Chicago Opera
now became available to stations distributed throughout most
of the country.
Walter Damrosch must receive the major credit for
the deliberate, conscious effort to create an audience for
serious music.

Through the NBC music Appreciation concerts

over a period of fifteen years, he probabl,

did more than

any other single person to bring serious music within
experience oi the average individual.

.iie

By providing

commentary more interesting and agpealing than that of most
classroom teachers, he educated a whole generation of
children to an appreciation of good music, and he believed
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that he had created an audience for good music in the
future.
•Vhile Damrosch's programs tended to he conservative
in repertoire, not venturing too far from the music avail
able in recorded form at the time,'- other conductors were
more experimental in their choice of -works played.

A

study of the music offered on radio, presented in the
preceding chapters shows the changing nature of the symphonic
repertoire.

From the early presentation of short selections,

musical directors and conductors moved first to the standard
orchestral repertoire and, in the late 1930’s, to the
addition of the works of the classical and baroque periods,
as well as those of twentieth-century composers.

Unlike

Damrosch, who spoke out against contemporary works, other
conductors— notably Stokowski,

,/allenstein, barlow and

Frank Black— believed that as musicians they had the duty
to widen the public's knowledge of serious music.
JLile many people welcomed radio for its contribu
tions to cultural life in America, others were not so enth
usiastic about this newcomer to the entertainment world,
especially those who depended on music for an income.

The

novelty o •' radio, like that of other earlier twentieth‘3e e Teacher 1s Magma 1,
Music Appreciation Hour
and Victor Record o analogs chrouplT cut The perioHT™'
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century innovations— the automobile, the motion picture,
and the phonograph-— briefly upset the economic equilibrium
of the music world.

Concert managers -and artists, as well

as manufacturers and retailers of musical instruments felt
the effects of a declining demand for their products, and
blamed them on the competition of free radio entertainment—
although even they could not agree on the extent to which
this affected them.

Some artists refused to broadcast,

fearing the prostitution of their.art and the reprisals of
their managers.

let within a very few.years, even in the

midst of economic depression, all of these music-related
activities experienced a sharp upturn which they themselves
attributed to the influence of radio.

Concert bookings in

creased as a result of the desire of the public to see and
hear in person the artists and organizations who had been
made familiar by their radio appearances.

Demand for

musical instruments surpassed the ability of the manufact
urers to produce them.

By 1951, the reluctance of most

great artists and musical organizations to broadcast had
disappeared, first as a result of the newly discovered in
come to be made from radio appearances, and secondly, in
recognition of the adulation accorded personalities who
broadcast.

The last major organization to capitulate— the
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Metropolitan Opera Company— 'began i-.s broadcasts in
December 1931— a series which continues to the time of this
writing.
3ven as the economic menace to musicians by radio
proved groundless, so did the dire prediction that parti
cipatory music would disappear as a result of radio,

Within

a very few years, as soon as the novelty of sitting at home
and listening to a concert wore off, people turned to making
music.

As shown before, in 1936 there were 156,000 school

bands and orchestras in the United States, and the number of
symphony orchestras, both professional and non-professional,
had grown to 200- some of which were located in small cities
which in earlier years could not have provided an audience
for this type of music.
1he phonograph industry had nearly expired in the
public's eagerness to accept the medium of radio, which
coincided with the onset of the Great Depression.

When

phonograph company officials and policy makers recognized
the need for improved recording processes to bring their
product to the technical level of radio, as well as the
necessity of modifying their repertoire to meet the demands
of changing musical taste, the industry began to recover
from its economic eclipse.

'Two factors worked l;o make the

phonograph once again an important part in American musical
life:

(1)

improved technical quality both in recording

and in reproduction of records; and (2)

the phonograph’s

great asset— the preservation of the performance of a
favorite artist or work, as embodied in Victor’s slogans:
"The Music You Want When You Want It," and "Music for Keeps
on Victor Records."
Thus, in the short space of eighteen years, serious
music in the United States experienced a revolution unparal
leled in the nation’s previous history.

The growth in

participatory music, both in the schools and out, the growth
in the number of local symphony orchestras, and the economic
upturn in sales of musical instruments, records, and phono
graphs are <just a few of the indications of American interest
in music since the early 1920's.
repertoire of the

1920 's

strate this change.

Comparison of the radio

and of the late 1930's should demon

The audience which considered as serious

music such works as "To a Water Lily" and "Melody in F" in
1929- bears little resemblance to that of 1936 which lis
tened to music from Lully to Alban Berg, from Pergolesi
to Schonberg and Bartok on radio concerts.

Throughout the

entire period, 1920-1936, music critics, musicologists,
educators and disinterested observers alike noted the con-
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tinuing changes in musical taste an.: the vast new audiences
for serious music which had grown, they believed, as a re
sult of constant exposure to this music over the radio.
But perhaps the best evidence of the public’s in
creasing interest in serious music can be seen in the ac
tions of the broadcasters and advertisers.

Within a very

few years after the inception of popular radio broadcasting
in the United States, io became evident that the business
of broadcasting and its financial support was dependent upon
the sponsorship of programs by manufacturers and distri
butors of goods.

Like the newspaper, which had earlier

followed this path, the radio's existence became dependent
upon its service as a vehicle for advertising.

The programs

broadcast had tv appeal to the largest possible segment of
the listening public so that the sponsor's message would
reach the widest possible audience.

The broadcaster also

had to assure himself that even his sustaining programs would
hold the audience from turning the dial to a competitor
station or network.

Since the number of serious music

programs increased dramatically during the period under
study, and since the repertoire grew and matured with the
increasing musical sophistication of the audience, it would
^Taylor, "A Brief for the Defense," p. 361.

21 .)

seem thab the radio industry felt that a substantial
audience existed for this type of music.

What appears to

be the ultimate support of this contention was the formation
by NBC of a major orchestra fox radio only, and the hir
ing of the most celebrated conductor of the day, at a cost
to the network of $ 250,000 per year.

Furthermore, during

the nearly twenty years of this orchestra's existence, NBC
made no attempt to sell it to a sponsor.

From this it would

appear that the program was created primarily for prestige
purposes to attract listeners.

Nevertheless,

the expenditure

of such vast sums must indicate that NBC hoped and expected
to gain materially from the goodwill which the program
created in the minds of a sizeable portion of the American
puolic.
Sponsors apparently shared the broadcasters’ convic
tion that a large audience desired this type of program.
As early as 1923 Giiabel Brothers associated themselves with
music on the air, and in the years which followed, other
prominent businesses and industries invested heavily in
advertising on serious music programs, among them Victor,
Atwater Kent, Cities Service, Brunswick, Cities Service,
Philco, General Electric, General Motors, Cadillac,
Fletcher's Castoria, Ford, Listerine, Lucky Strike,
Chesterfield,

Mobiloil, and American Radiator .and Standard
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Sanitary Company— a galaxy ox' the greatest names in American
business and industry.

In 1934 at the depth o.f the depres

sion, a spokesman for J. falter Thompson, the largest adver
tising agency in the world, advised the company’s clients:
"There is a definite trend in radio for good music," and sug'
h
gested that they buy time on concert programs.
with the
national economy and the fortunes of many iirms in a pre
carious state in 1934, this advice cannot be regarded as
philanthropic.
From the beginning, many people had seen radio as
a great uplifting and cultural force in America.

Although

it disappointed idealists because ox its commercial orien
tation, its contribution to the knov/ledge and understand
ing of serious music should compensate for many of its
shortcomings.

In retrospect, more than thirty years after

the end of this great era in radio broadcasting, it is im
possible not to concur in the opinions expressed by those
who observed and shaped uhe phenomenon, namely that radio
contributed more than any other force to the growth of
American experience and appreciation of serious music.
^"Rigoletto Is Put to fork Booming Coffee .Sales,"
p. 33.
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'APHONY /
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Hew York Phil
harmonic

Date

Ho.of
Players

1842

■0—1

Orchestra and
City

Regular
Concerts

Conductor

84

Mongol berg
./. Furtwaengler
Henry Hadley

Hew York Sym
phony Society

1878

1C1

61

./alter Damrosch

St. Louis Sym
phony

1879

78

65

Rudolf Cans

Boston Sym
phony

1881

107

101

S. Koussevitsky; Stuart
Mason

Chicago Sym
phony

1891

95

145

.Frederick Stock

Cincinnati
oympucuiy

1894

97

87

Lev; Haven Sym
phony

1894

75

P

David S. Smith

Bangor (Amine)
3
'
••y iv

1895

65

7

i"L* si• >1)jv^XOXt’
jU8

Ph iladelph ia
Orchestra

1900

107

72

Le opold
Stokowski

Minneapolis
s y mpxiOiiy

1902

56

46

Henry Verbrugghen

Portland vOre.)
Symphony

1910

70

16

.«9 v' 0i 1.10 Oj|Y“
straten
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Fritz Reiner

219

aJX’
C iicj

fc.c.ci and

Date

City

N o . of
Players

hegalar
Concerts

Detroit Symphony

19 lp

84

IOC

Tri-City
(Davenport,
Iowa)

1915

55

18

19 i s

100

.Baltimore
Symphony

19 16

—

Cleveland Or
chestra

1917

Chicago Civic
v*ches tra
Grand hapids
(Mich.) Gymphony

Los Angeles
Philharmonic

Conductor

Os sij) Oabrilowitsen
Ludwig Becker

Walter id.
, hotdwell
—

Gustave Strube

87

12 0

Nicolai Sokolof

1919

75

7

Eric DeLamarter

1919

65

12

Karl Weaker

Kansas City
1920
Little Symphony

25

51

N. DeRubertis

Nashville Sym
phony

1920

SO

10

F. A. Henkel

San Francisco
Symphony

19 20

70

Alfred Hertz

A.-ior. Orches
tra Society
(New York)

19 2 0

100

—

Chambers Clifto

Peoples Sy:u~
O.riQilp (SOSu OilJ

19 21

75

—

Stuart Mason

Springfield
\i’lctSO aJ **Lp'ill****
phony

19 2 1

79

—

P

JxS.'0illLIJ.’ fi©
Turner

Orchestra and

Date

..o. of
Flayers

1921

■

City
Syracuse Sympa ony

Regular
Concer ts
PC'

Conductor

Vladimir
Shavitch

85

C~ \J

Springfield (0.) 1921
Civic Symphony

63

4

Springfield
(.Ill.) Symphony

1921

45

6

Seattle Orches
tra Society

1921

75

Flint Symphony

1922

65

Denver Civic
Symphony

1922

102

12

Horaee lure:..an

h .1 . Sunday Sym 1923
phony Society

85

15

Joseph Sure

Utica Symphony

1923

70

6

Rochester Phil
harmonic

1923

104

10

.loiujita
phony

1923

r

oprr

O

Enrico Leide

1923

65

6

Franz Dicks

Stamford (Conn .) 1924
Symphony

62

5

Clayton Hotch
kiss

Omaha Symphony

1924

70

6

O Cvii

.iObile Sympnony

1924

40

4

C 1aude Dahmer

C .'-trieston ^o.C. )1924
Philharmonic

05

4

0. in eoaore
uicumann

1924

70

^

—

Sacramento
Symphony

facorna Civic

Charles Sauer
Ja11 ace Oriev es
*v>.i
-ct
'ixny1">0m U*1« Ai
A*
vvi
*yU
»T

’.p
jJ 4.

—

strong
lUPP'P,;': .V'’

—

Vin.! ain P •
Horton

Edgar J.
Alder wick.
Eugene Goossens

jO

X*i tXiii.cX O'1

David P. Hason

Ho. of
Players

Regular
Concert C!

60

5

Orchestra and
City

Date

hew Orleans
Symphony

1925

Chicago Wo..:e n ’s
Symphony

1925

—

Pittsburgh Sym
phony

1926

—

Cor; .actor

KJ

---- —

1C

Ernes h E. Scaup
ten
R. Caerv/unky
Guest conductor
Karl Kruge

Seattle Sy raph ony 1926

65

Duluth Symphony

50

6

P. G. Dr-adbury

(Topeka Handel
Phil. Society

50

5

CX« Vi/# CDOdd.J.i.03

Dallas Symj.ho.ny

60

5

Paul van Katwi^i

L.....caster (Pa.)
municipal Orch.

70

5

o. G. Brubaker

Erie (Pa.)
Symphony

75

12

Easton (.Pa.)
Symphony

75

7

Allentown (P a .)
Symphony
Heading (Pa.)
Symphony
Redlands (Cal.)
C om ..unity Sy in
phony
C cupiled fr o m :

—

Earle Laros
Lloyd A. Moll

—

—

Henry B. Vinceni

Walter A.
Pfeiffer

70
46

Carl Kuehne

Pierre V. E. Ivey , Hus ic Year Book, 1926nQP'7

APPENDIX B
NUMBER <CP ST AT ONS APR IIiIATED wl 1H MAJOR
NEiNcr :s IN U.S. 10 1933
January 1st, Za ch Year
C Blue1
Alt em a t e s

Year

CBS

1927

—
r. mm

22
61

24

1929

17
69

46

22

1950

60

56

32

1931
1932

76
86

57
64

36
36

17
18
26

1933

91
92
qs

64

36

22

08

60

20

68

41

20

98

44

24

105

69
78

48

110

98

62

33
46

1928

1954
1935
1936
1937
1936

NBC

BLU

MBS

6
11
14

5
32
77

NBC stations available as alternates; these sta
tions added to NBC figure, for total NBC affiliates.

Source

Station Records, CBS Research Department

222

IBLIOGRAPKY

BIBLIOGRAPHY

Books
Archer, Gleason L. Bis Business and Radio. New York:
American Historical Company,™YhcT^ 1939*
_______ . Histor;y of Radio to 1926. New York:
Historical Society, Inc., 1938.

American

Banning, Gilliam Peck. Commercial Broadcasting Pioneer:
The HEAP Experiment^ I9S72^T92"6'’.' Cairforidge, Mass.:
Harvard University r’ress” IH46.
Borowski, Felix. "Radio as a Force in Music." Educational
Broadcastina.<- 1937. Edited by C . S. Marsh.
ohicauo: University of Chicago Press, 1958.
Buehier, E .C ., comp. American vs. British System of Radio
n
, a t r o l.
k"ip
/c
New York: H. T7T Wilson Company," 1953.
Chase, Gilbert, ed. Music in Radio Broadcasting.
Y ark: He Gr aw-lfilX Bo ok C ompanyy 1946.
Columbia Broadcasting System. The Sound of Your Life.
New York: Columbia Broadcasting System, 1950.
Dickens, Charles.
Hew York:

American Notes for General Circulation.
Hurst and Company, IBB?.

Field, Harry, and Lazarsfell, Paul F. The People Look at
Radio. Chapel Hill, H.C.: The University" o f
north Carolina Press, 194-6.
Pinletter, Gretchen Damrosch. From the Top of the Stairs.
Boston: Little, Brown and' Company”, 1946.
Gehrke.ns, Karl A ,, ed. V olume_of -icceedings for 1996 of
the music Teachers_Nationa 1_nsso ciat ion, 2 u ir ty*~
first Series. "OberlTn, Ohlbi Music leachers
Nat ioaa 1 A ssoci at ion , 19 37.

225

226

Gelutt, Roland. The Fabulous Phonograph:__Pro a 'Iin foil
to High. fidelity. rhiTadelphia: o ' . 3 . Lippincott,
biddings, Thaddeus P. Music Appreciation in the School
room. Boston: Ginn ana Co ripany““ 1926.
Hughes, Rupert. Music Lovers* Encyclopedia, revised ed.
New York: Garden City PuLlishii.fi: Company, Inc.,
1931.
Jacobs, N o m a n , ed. Culture for the Millions. Princeton,
i;.J.: D. Van Kostrand Company, Inc., 1961.
s Music.
8

New York:

Joid0idd.b>

.3 North!
Kelsey, Vera.
md Brothers, 1951.

New York:

harper

M o n • P m -a- m

Q

K n nio

T

v / 'l

•

Banary, Robert 0 • Inis Fuse m a t xng Radi o Business.
Indianapcli s : Bobbs-Merrill Company, 1996.
Lalraae, Ernest. Broadcasting Music.
and C o.opanyy I9¥? •

Rev; York:

Rinehart

__ _____. "Problems in the -Pield of Music." V olu...e of
Proceedings for 1996 of the Music Teachers Na
tional Mssociation, Thirty-first Series. lifted
by Kar i V/7 G ehrliens. Cberlin, Ohio: Music
Teachers National association, 1937*
and the Printed Page.
1X 0rdio
.
Lazarsfeld, Paul F
Buell, Sloan and Pearce, 1940.

New York

, and Kendall, Patricia L. Radio Listening in
l94'9
".'meric a . Now York: Prentice '"all,
Hall, Inc"7,
Inc., l94l.
«p.on,
-i4. 2,'m
,’
3 .
v
- ’'
Da i 0 Re s0 arch,
,
711.
'v
,-.I
T- .NVT. eas
Rad
J- c l .. IX'v
re.ant
new York: Buell, Sloan, ana Pearce, 19

94
^

.v illQ .

4 9 K> c X i . i u W i - i *)

1941.

j: j - w j u i v

p

» #

^

______

, ana ocant on, Thunk ^ ., eds . 1:aaao Re se— cn ,
‘1942-1949» Now York: Essential looks',' 'TIP.-.

-recling, Lee_„ard.
Music.

\y

If 1 0

..u*
0 ic ana trie Xvudio.
0 *

Jj (.5 to*

h 'j

O X/ 1 1 1 Co o ^

’
who Is Nho In

22?

Me Lieol , Donald . Radio 1g ..Coniguest of Space: ''••he -xperi.aental Else in \Liadi.o Coaia-urnLcatiorT" New' S^LuTT
rnirray""IfiTI.Books
7
I- 13y, Joseph L. "The School Orchestra ana Band Movement
in America..11 Who Is Who In Music. Chica. o: Lee
0tern Press, 194-1.
Marsh, G. 3., ed. Educational Broadcasting, 1936.
Chicago : University of Giiicago"Tress ±937•
_______ . Educational Broadcasting,, 193/M C! ...cage:
University of Chicago PressX<j3b.
Marx, Herbert L., Jr., ed. Television and Radio in. Ameri
can Life . Lew Pork: ’E . W. ViTsbn Company, I953~7
Mason, Daniel Gregory. The Dilemma of American Music and
Other Essays, hew York: The Macmillan"'" Co no any, ”
19287-----

Mason, Willia:::. Memoirs of a Musical Life.
The Century Company,'~TxJoT.

New York:

Mattfeld, Juliust. Variety Music Cavalcade, 1620-1961.
Englewood Cliffs,’ TT7T, 7 rrentice
Inc., re
- X - l a l l "

v i s e d ed.,

1962.

National Broadcasting Company. The NBC Symphony Orchestra.
New York: National Broadcasting Coop ah,/,” 1 9 3 o 7
Paley, William 3. Radio as a Cultural Force. Neva Pork:
Columbia Broadcasting System7~"lnc;. “ 1939.
Pleasants, Eenry. Serious Music-— and All That Jazz!
York: Simon and Schuster, I9o9™

New

Recent Social Trends in the United States . Repor t .cf the
~ Prosideai:;T s 'Research Coramittee’’~u.i. Social Treads ,
II. Nev/ York: McGraw-Hill Book Gohpany, lac.,
1933.

Ritter, Frederick Louis. Music in America. New'York:
Charles Scribner's Sons, 135D.
Rous, Samuel Holland. The Victrpla Bo ok of bill .Opera.
Caiaden, ...J.: XHFTrcXof''TaXEing.^doEIhe Go„•:>any,
1921 .

228
Russell, Charles Edward.
Theodore Thomas,
oispany, 192/.

The American Orchestra and
"New York': ’ Doubleday Page and

ocholes, Percy A. Everybody's Guide to Radio Music.
Y o r k: Oxford University Press, 193L".

New

Sessions, Roger. Reflections on the Music Life in the
United States ." new To'rkT: MerTin' Press, 19
, S. P. J. The Fir st Quarter-Century of American
Broadcasting. Kansas C i t y : Midland Publishing
XoSpanyy
Stanton, Frank N. Mass Media and Mass Culture.
Columbia Broadcasting System^ 1962".

New York:

Starch, Daniel. R evised Study of Radio Broadcasting Cover
ing the Entire^Tfaited* States arid*"i'r!ciuni n/T a.~
Special Survey of the Pacific "Coast. "New Y o r k :
National Broadcasting Company, 1930.
Summers, Harrison P . , comp. A Thirty-Year history of ProRadio Network's in the
grams Carried on National
..
i'olumbus Ohio: ~ Ohio
United States, 1926-1996'
State University, '"19^6.
Taubnan, Howard.
Music on My Beat,
Sc
;Chuster, 19^3*
Taylor, Davidson.
In Music .

New Tor/::

Simon and

"Compositions for Radio," Who Is Who
Chicago:
Lee Stern Press, 1'9'dl.

Thompson, Oscar, ed.
International Cyclopedia of Music and
musicians. Sew York:
Do del Meacf and Company, 1964.
Todd, Arthur J., ed. Chicago Recreation Survey, 193?-, II s
Commercial Recreation." Chicago: 'Yorks Progress
Administration, National Youth Administration and
Illinois Emergency Relief Commission, 193<I*
o£ t h e Ane ri c;
Trollope, Frances.
Domestic Hanne.
,ibQ.iced by Donald 3raalley.
New York:
Alfred A.
Knopf, 194-9.
Tyler, Poyntz, ed. Television and radio.
.7i 1s on Co rapa ny ,~T9'6T.

Jew York:

H. W.

229
Pyle a

Ti 'iQy F., ed. Radio as a Cultural Agency. V/ashidgtvn, R.C.: The 'National' Commit "Bee '01X Education by
Re m o , rrp4.

Tyson, Levering. Education Tunes In— A Study of Radio
Broad cast ing~ in' Acfult Education! New York: The
American Association for Adult education, 1930.
Who Is ./ho In Music, 1941.
1940.

Chicago:

Lee Stern Press,

Wier, Albert E., ed. Ihe Macmillan Encyclopedia of Music
and Musicians. New' iork : $Ee’’;Mac iail\an C ompany,
19 90 •

Sanzig, Augustus Delafield. Music in^Aaerican Life.
New York: Oxford Uxiiversxty"""Press T9r52 .

Articles
American Magazine. Advertisement, February 1939, p. 3*
Beechas, Sir Thomas. "Lost in a Gamut of Knobs." new
York Times, March 2?, 1932, sec. vii, p. 14.
Bloch, Blanche. "Music on the Air."
1929, pp. 670-671.
"Broadcasting Menaces the Theater."
March 1925, pp.

The Nation, June 5»
Current Qpinion,

330- 331 .

"Broadcasting Stations by Frequency." The Congressional
Digest, October 1926, pp. 272-27
;IPXT 8| .<

"The Biggest Aural School."
:
j6X’t
February 1924, p. 106.

The Etude,

"Business Sponsors Race to Give Radio Best in Music."
m

WSweek, Dec. 2g, 1933, PP • 29-30.

"But './'...it Effect on Poorly Performing Local Aggregations
xa c i'iU.S"“.cian, Jline 1929 > PP • 9-11.

VXOXX a.11to^ XX'SlitsiX’
Cid Xj*
noAS U.'XXih--, ^

U

u ly

u

iX U b X C a i

1 9 2 ^ ) pp.

cl l) J. O ..j *

^ X 9 J ***2vX •

o o 0

ii o u o

230
"

C

o

m

p

o

s

e

r
e

D

a

m

r

o

s

c

h

s
u

,

:

V

Y

o

:C

s

r

H

i

c

.

'

a

l

t

e

k

H

8

1

]

t a

N

r
m

e

,

k
w

. e
s

- " T
e

s

,

d

’0aarosed. Concerts."

s

w

C
e

h

e

a

n

e

l
k

I
.

a

i

,

n
2

m
o

i

s

v
p

i

C

,

m

.

i

b

1

9

n

k
1 >

l
3

e

i

c
,

A

1

,

k
1

u
s

d
e

. ' V
9

. 3

i

e

c

.

e
6

n

i n
,

o
p

c

e

i

n

V
,

f

.

■ M
4

4

t

e

o
p

.

o

d

e

r

n

.

s

.

8

.

"

l e v /

School and Oociety, Feb. 2, 1935,

p . 142.

"Damrosch Music Hours.'1 American Magazine of Art, Octo
ber 1 9 3 2 , pp. 239-255.
"... .
!1D anrosch versus Stokowsk i .1* Li v03..ociXJ

932, p. 8.
DeVore, Nicholas.

Editorial.

The Musician, January 19f§3,

P . 14.

Downes, Clin. "Radio and the Future of Opera."
rnimes, Jan. 3, 1932, sec. viii '■) » O t

Hew York

.

"Toscanini Series
1937, sec. xi, p. 7*
"Brit
Times, Oct* 6, 1955,
Orr in E . , Jr.

"Listening In."
■. viii, p. 14.

New York Times, Jan. 31, 1■9j ^ ?

"Listening In."
. ix, p . 8 •

New York Times, April 10, 1932

"Music in the Air."
sec. xi , P. 12.

New York Times, March 7 ,

■7,

"Why Opera Needs the Air." Hew York Times,
April 14, 1935, sec. ix, p. 13.'
sanette. "The Twilight of the Concert
Harper's Magazine, January 1530, pp . 2:
"..usic — Eriend or XXC'uij 0I. u 1i1
Professi on?" The Musician, 8optember
pp„ 7-8.
'orC02?A-} 9

.he Etude. Editorials.
.1..pO , p . ;2 .

October 19>4, P.

; .February

"Fine Music for All S c h o o l s . J o u r nal of the National
-ducatlcs Association, W I T (.October 152b} , 11s
Fisher, Gyrus.
"Culture v-ith Our Cakes."
..arch 1954, p. 189.
________ .
i

9

"A lev/ Year on the Air."
3

5

,

p

p

•

b

2

—

b

y

The Forum,

The Forur, January

.

"Radio Reviews."
'pp. 254-255.
"Spring Fever."
"Forty Million Listeners."
p. 119.

The For urn, April. 1953,
The F orum, April 1935, p. -55
World's V/orlc, December 192c,

"Free basic Broadcasting: Arguments for and against
Threatened 'Legalized Piracy.'" Current Opinion,
..ugust 1924-., pp. 201-202.
Garbett, Arthur S.
"Radio and Music Laucatic ...."
hsude, March 1952, pp. 165-166.
Gaul, Larvey.
"Broadcasting and the Organ."
l.ay 1934, P* 316; June 1934, p. 376.
Gilbert, Richard.
"Mus-ic and Records."
sine, January 1935, p. 52.
aggin, 3. H.
"Broadcast Music."
1535, P* 252.
.

"Music."
227 .
"Music."

The

The iStude,

Scribner's Kaga-

New Republic, July 10,

The Ration, Aug. 26, 193:, pp. 2c.oThe Ration, N0v. 16, 1555, p. 562.

_______ . "The Music That Is Broadcast."
Jan. 20, -932, pp. 2bb—2b9.
"hearing. America First."
—-U,

he/; Republic,

Mewsv/eek, July A, 1:36, pp. 1.;

noifets, Jascha. "Radio— American Style."
sine, October 1537, pp. 497-502.

.. .rpor's

ward, John Tasker.
"Better Days for Music."
..agasine, April 1957, P P . 4o3-491.

Harper 1s

232.
Kerapf, Paul.
"What Radio Is Doing to Our Music."
Musician, June 1925, pp. 17-18, 40.

The

Ker by, Philip.
"Radio's Music."
Perth American Review
C(
JCLXV (Summer 1933), 300-31-•'
LaPorge, Frank.
"Radio Booms the Symphonies." New Pork
limes, April 3, 1932, sec. viii, p. 14.
LeMessena, C . A.
"The.Impressario."
August 1922, p. 361.

Radio Broadcast,

naramss, n. o.
"The Dog Has Nine Lives:
the Story of
the Phonograph." Annals of she American ncaderay
of Political and Social Sc£ence, CUCTlI "(September
V&7T7~5=T?7 -------------------"Margaret Anderton's Page."
P. 29.
~

The Musician, March 1928,
~

Mason, Daniel Gregory.
"The Radio vs. the Virtuoso,"
American Mercury, August 193C, pp. 454-460.
Mix, Jennie Irene.
"At Last— Great artists Over the
Radio." Radio Broadcast, march 19< ’1 rOO* uCO —
"Good National Radio Programs Prove V/hat the
Public Wants." Radio Broadcast, May 1925, pp. 6267.
" ~
"How the Radio Public Should Be Pleased."
'Radio Broadcast, January 1925, pp. 454-462.
"How Shall We Get Great Artists tc Broadcast?"
Radio Broadcast, May 1924, pp. 11-1?.
"V/hat Does the Public Want in Radio Music?"
Radio Broadcast, June 1924, pp. 120-126.
"Why Don't'Great Musicians Aid Radio?"
Broadcast , December 1924, pp. 252-257.
"Music in the Air.

Radio

Literary Digest, March 4, 1922,

27,
"Music Programs -of Interest."
0 * Xo *

The Etude , January 193-1,

•

253

.aIs , dB.H uary 1928
. *
;
r-:
iay 1928-, P* t;^
1
.
'
C.X.
ijlMO •
January 1938, P. »
Os
•*»/d J
‘Ota
"M
na
“The Networks .Present "*
Osa c
x*
xiU
*a0**
*.
is4wter
IT
Newsweek, N0v-,1 0 1 9 3 7 , p* 26.
"Radio Educational Concerts." School and Society, October
20, 1928, pp. 476-177.
‘ '"
"Radio Public Gives $65,390 to Symphony Fund."
Digest, Sept. 1, 1939, p. 22.

Literary

Eap.ee , Erne, and hey2.but, Rose. "Musical■Pood f or Mil
lions." The Etude, January 1937, PP* 7-8*
Raven-Hart, R . "Ccmposing f or Radi0 ." The Musical Quar
terly , XVI (January 1930), 133~1r 9"~
"Rigoletto Is Put to Work Booming Coffee Sales."
week, Pec. 6, 1 9 3 4 , pp. 33--34.

-News

Russell, Alexander. "Some Musical Changes Effected by
Radio." The Musician, April 1.927, p. 30.
"Getting the Best from Radio."
Sanborn, Pitts
Etude, February 1936, p. 6b.

The

Sarnoff, David, and Wollstein, E. H. "Radio and Music."
The Etude, September 1936, pp. 5^1, 579, 390Scholes, Percy A. "The Most Important Musical Event
Within the Past Quarter Century." The Musician,
r.ugust 1a.
—o , p . 2.0.
"S2ia.ll V/e Expose Cur Children to' Modern Music?"
Musician, November 1932, p. 3 .

The

Skinner, Diekson. "Music .Goes into Mass Production."
harper’s imgazine ii>)H r 3-'y"yy <5 pp . 484-490.
Smith, Carleton. "Radio Re uv ena tes th e Opera."
, 1934, p. 22.
ary Digest_5 Dec.

Lr rer

Di.y XyX a Cigarette."
1'S1 0k0wski PIays Quart ex: riw'iXX*
Rev/sweek, jJCC * <
) 19a3, PP* 59-331«
r,~.w• J
l.am■«, JIl.QXO
p • 1 'pp •
Sv
yJ
liPil0 rl,) A3€*ciiii011 •" Time, f

-'aylior, Davidson.
review,
ray

l

o

r

. Tomorrow'hr Broadcast.1
■.(March -typo), 4§9—55M

re eras. 'loacLic— A
Magazine, April 19M3,

,

B

r

i

e

f

f

p

c

o

a

e

i t

t
9

"Ten Hi llion A me Picans Bee
Dec. 12, 1998, p p . 49-97•
o

r

.

u

s

i c

a

L\ U . j~‘

l>I„

n J_L'J..£'MlXI

h

4

-

■JZ.?

l l -

Thomas A. Edison does a Menace for Music in the Radio."
fae musician, January 1927, pp. 11-12.
loscanini on the Air."

Fortune.. January. 19pc, pp. 62-6o.

The Triumphant Advance of Music.
1991, p. 22.
Two Composers Write Arias for Re
■reek, nay
1937, n BP

news-

Une ;
-0A2'^J Xj tj

^*
•
'
- Madid Chains."
1993, pp. 561-581.

V

a

n

P

r

a

y

s
M

a

l

l

a

c

e

,
M

' W

h

i t e

,

J

M
n

s

W

,

.

i

e

c

.

J

o

h

u

s

A

a
M
x

i

n

u

r

u

s

i

c
i

,

e

,

i

a

c
p

n

.

"

c

i

a

n

s

d

r

e

w

.

.

W
?

h

"

W

n

s

.

"

1

6

.

e

r

"

"

R

h

a

t

B

r

e

a

A

r

e

t

R

a

d

i

o

B

a

o

" N e w

d

i o

.

M

h

u

a

Y

d

o

e
r

o

s

i c

a

c

r

k

R

e

d

a

t

T

w
c

f

s

a

a

o

s

r

i
i

n

g

;

e

s

m

r

d

t

s

,

E

v

I
,

s
S

f

o

r

A

u

g

u

e

r

y

b

e

B

o

p

t

A

m

s

t

o

d

- i n

s

.

2

9

,

i

c

a

2

6

,

e
1

y

.

r
9

"

t

T

o

M
1

n
p

h

e

u

s

i c

9

2

9

,

A

a

d

i

p

.

E

t

u

o

d

e

June 19 c,c. i a
"Who Is to Pay for Broadcasting- and;-How?"
■advertisement,-May 1924, p. 6 9 .

Radio Broadcast

Ybarra, f. R. "The Twilight of the Opera Gods."
limes Magazine, Feb. 19;, 1990, pp. 1-5.

hew York

York, Dane. "The Rise and Fall of the Phonograph." Ameri
can Mercury, September 1992, pp. 1-12.

235
newspapers
t y"i; .
Ipap
0niCo.;..o .Daily i^ws ^ Sept « 1 ib0o « 0*1^ "
Grand Forks Herald, Nov. 6, 1o96 , P * c..«
9P
!
j~iQ vi u
.Cj.ii. **0j93-a *j
O,:0 J.923, p. 10 uarazine
-1 ^
New York limes, Jan *i 1
1920-Dec. 31 , 1938

earbooks and Annual Reports
basiling
broadcasting Yearbook, 1935, 1936, 1937, 1936
1Q
ton, D.C.: Broadcasting Publications, Inc., 1935,
1936, 1937, 1938.

Columbia Broadcasting System Annual Depart , 193.3, 1954,
19357 1936, 1937, 1939 •’ Hbv; York”:' Columbia Broad
casting System, 1934, 1935, 1936, 1937, 1936, 1940,
Key, Pierre V. 11. music Year Book, 1926-198?•
Pierre V . H . Key, l’9’26.

New York:

■anphlets and Brochures
broadcast Susie, I.ic. 1969 Concert kusic USA.
Broadcast Susie", THc. V"T9^>9»

New York:

Jameron, ... 9. lire Ford S u n d a y ’
E vening Hour Talks. Dearcorn, Mich? : i'Fie Ford” Motor Company, 17577•
Columbia Broadcasting System.

Number of AM Stations Af
filiated with Major Networks in b~7B. ColumbTa
3r oadcast!ng 3y st em, n .d .
Serious ..usie on the Columbia Broadcasting By
ter: A Surveyr of Series, Soloists, and Special
New York:
rerfornances jGroin. 152? through 1936.
... -1-4
,T<
„ t
1Uiu

Fox a Sunday Evening r~ur rrogram Notes, 1937 series,
our a * 171Cii• - ?or d K otor C om pany, 19 37 •

rear

236

National Broadcasting Company . An Account dp ..usic ■Broad
cast ins by ABO, Aev.’ YorE: IlatlonaT^lroaScdating
Company, 1938.
Broadcasting; to All Homes, I and II.
"Actional Broadcasting ^.Company, 1935*

L 'i& V J

X 0 L '1 \ . \

Instructor's Manual, NBC Music Appreciation
'Hour, 1929~1930"»~ Hew York:" National .Broadcast
ing Company,”1^29.
Instructor's manual, N B C :Music Appreciation
CXQ < .i_ca
.s
National Broaden
.13.35-1^. • New York:
Coupany, l93d
j

• Instructor's Manual, NBC Music Appreciation
"Hour", "1936-1937~.~ ’ New YorkT* National Broadcasting
Company^ 1939.
Instructor's Manual, HSC Music Appreciation
Hour, 1937-1938* New York: National Broadcasting
Company, 1937*
of Organ in America.
Gwen, Barbara.
The His
fork: Columbia R e c o r d s M L ~ 5 ^ % V n.d.

New

EGA
AC A Victor.
Victor Records Catalog. Camden, Ai•OT
Victor,'''1927,' 1529, T9~30~, 1932, 1934, 1936, 1938.

ictor Talking Machine

any. A Graded List of Vi-'tor
Aecords for the Home, Kindergarten, and School,
Camden, a .u . : Victor Talking Machine- Companyrevised ed., 1920.

Victor Talking Machine Company.

A.J.:

Victor Eecords.

Camden,

Victor Talking Machine Company, 1923.

Unpublished Works
Baum, Rodney A. "Radio Music Transcription Services:
Their Development and Decline." Unpublished
master's 'thesis, Bowling Green State University,
Ohio, I96A .

237
'"The Proc:rii.aain;;: of Classical Music
.oci, JuQO t. 0 3?i S'C
Broadcast
o-ver the Major Radio Networks— An
"**‘
,rQ
Aiiiiiysis
or the Extent of the Supply of the Four
National Radio Networks over -he Past Seventeen
Years of Programs of Standard Orchestral Music as
a function of the Public Interest in and Demand
for Serious Music." Unpublished Ed.I). dissertatI
New York University, 1954.
iurt, ViIlian Jackson.
"The Beginnings of Music Education
Broadcasting." Unpublished master’s thesis,
Southern Methodist University, 1948.
Lee, Jack Kenneth.
"An Analysis of Current Practice in
the Use of Music for Radio Broadcasting."
Unpub
lished master's thesis, Ohio State University,
194?.
Linton, Bruce A.
"A History of Chicago Eadio Station Pro
gramming, 1921-1931* with Emphasis on Stations MMAQ
and VJGN." Unpublished Ph.D. dissertation, North
western University, 1953*
Monk, Imogens Steeves, "Music Appreciation and the Eadio."
Unpublished master's thesis, Columbia University,
1932.
Earner, Sylvia Hazel.
"The Effect of Radio-Music:
a Sur
vey of Listeners of Station V/QXR." Unpublished
master's thesis, Columbia. University, 1949.
Q , -4 4- U
i
O— uUu

Crawruer. "A Study of Pro,gra mining of t'he Three
jor Radio Networks between October 1931 and July
35."
Unp ublished haster '3 thesis, Ohio State
ivarsity, 1949.

Smith, Ralph
cism
193 "
01

Lewis. "A Study of the Professional Criti
of Broadcasting in the United States, 1920ii Unpublished Ph.D. dissertation, University
.sconsin, 1959*

Radio Proved Itself Valuable
heliner, Louise Anne.
th esis,
to lusic Education?"
Unpublished master'
Morthwes’t ern University, 1937.

